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A Prize of One Thousand Dollars is 
offered by Bertram ‘Peacock, who sings tie 
role of the composer in “Blossom Time,” for a 
worthy completion of Schubert’s “Unfinished 
Symphony,” the offer to hold good till: De- 
cember, 


“Mozart” is the latest comic opera to be 
brought out at the Volksoper of Vienna. The 
music is by Hans Duhan, famous Mozart 
singer of the Stattsoper, and he also has been 
interpreting the title réle. The opera closes 
with Mozart's death during a rehearsal of 
his Requiem. 


Alfredo Casella, who has been professor 
of the piano at the Liceo di St. Cecilia of 
Rome since 1918, has resigned in order that 
he hed have more time for concert engage- 
ments. 


The American Guild of Banjoists, 
Mandolinists and Guitarists held their 
twenty-second annual convention, this year in 
Washington. Hon. James J. Davis, Secretary 
of Labor, delivered an address of welcome, 
full of encouragement for musicians. 


A $1,000 Prize is again offered by the 
Berkshire Musie Colony, Ine., for a chamber 
composition which shall include one or more 
vocal parts in combination with instruments. 
Particulars from Hugo Kortschak, 1054 Lex- 
ington Ave., New York. 


The Grand Prix de Rome has again 
heen awarded to a woman, Jeanne Leleu, a 
damoiselle of twenty-five years and a native 
of St. Mihiel of vivid war memories to many 
Americans. She won over five male competi- 
tors and will have three years of’ resident 
study at the Villa Medici. 


Free Symphony Concerts for At- 
lamta are provided by the Atlanta Symphony 
Orchestra Association, which has been or- 
ganized and is to be supported by leading 
citizens of the Metropolis of Dixie. Enrico 
Leide is to be the conductor, and the pro- 
grams are to be given “without charge for 
admission, collection or other financial ob- 
ligation.” 


An All-American Festival, of Music 
is reported to be planned for late October, in 
Vienna. Frederick Stock is to be the con- 
duetor and Ernest Schelling the principal 
soloist. 


$35,000 Receipts from 57,000 Admis- 
sions set a new record for the Municipal 
Opera of St. Louis, at Forest Park, when 


the “Prince of Pilsen’’ was the attraction dur- 
ing the week of June 24th. 
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The World of Music 


York’ 


Gustave Kerker, composer of many 
light operas, of which “The Belle of New 
was most popular, died in New York 
on June 29th. Mr. Kerker “sought to pre- 
serve the best traditions of comic opera and 
in “The Belle’ he gave us one of the finest 
light operas of the post-Gilbertian period.” 


Charles Wakefield Cadman has been 
commissioned to write the musie for an art 
film production of Goethe’s “Faust.” The 
music is to be modelled after the ancient 
Gregorian Chant which is considered to be 
best suited to reflect the atmosphere of the 
medieval philosophical drama. : 


The National Association of Organ- 
ists met in Los Angeles during the week of 
June 25, for their annual convention. This 
was their first meeting on the Pacific Coast. 


The Ex-Imperial Ballet of Petrograd 
is reported to be coming to America for a 
tour during the coming season. 


Schonberg’s “Gurrelieder” have had 
their first Berlin performance, early in June, 


under the direction of Heinrich Jalowetz, a 
pupil of Schonberg, and who handled the 
tremendous and manifold apparatus re- 


quired by this mammoth work, 


¢ im a way to 
inspire immense enthusiasm 


in the hearers. 


Twelve Operatic Scholarships are 


offered by the Eastman School of Music. Can- 
didates must be American citizens by birth 


or adoption and must have studied so as to 
be vocally prepared to sing in opera. Each 
will receive free tuition and one thousand 
dollars per year for living expenses. 


A Prize of One Hundred Dollars is 
offered for the best setting of James Mc- 
Leod’s poem, ‘“‘The Sea,” for Swift & Com- 
pany’s Male Chorus. Poem and particulars 
bam R. D. Hebb, Swift & Company, Chicago, 
ll. - 


A New Piano Keyboard has been in- 
vented by Dr. Moritz Stoehr of New York. 
By shortening the black keys, thus leaving 
a space between the back of them and the 
fall-board, a” portion of the keyboard for- 
merly unavailable to players is brought 
within use, thus eliminating many finger dif- 
ficulties which have hindered transitions be- 
tween black and white keys. 


The First Eskimo Music to be brought 
to civilization will be that on the phono- 
graph records to be made by Dr. Donald 
MacMillan and his party while on his pres- 
ent exploring expedition of the arctic regions. 
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De Pachmann js announced for a “fare- 
well” tour of America during the next year. 
Sounds like the days of Patti. 


“The Judgment of Paris,” 
Hecles, a pupil of Purcell, was an interesting 
two-hundred-old operatic novelty of the 
auet p Musical Festival (England) in 
June, 


by John 


The Secret of the Famous Cremona 
Varnish, used by Amati, Stradivarius and 


others, is reported to have been discovered 
by Mons. Lue Gallicanne, in an old Italian 


Manuscript. 


The Annual Musical Festival of the 
Guthrie Choral Society was held at 
Guthrie, Oklahoma, June 5-7, the work 


largely of local talent, but of a very high 
order. » The 1924 Festival is to be of a state- 


wide nature and will dedicate to the use of 
the Commonwealth, for similar purposes, the 
auditorium, seating about four thousand, of 
the two million dollar Masonic Temple being 
built by Oklahoma Consistory Scottish Rite 
Masonry. 


Emil Oberhofer, formerly condnetor of 
the Minneapolis Symphony Orchestra, is con- 
dueting a series of summer concerts at the 
Hollywood Bowl. 


Stephen Collins Foster has been “im- ‘ 
mortalized” in a musical play (or light 
opera) known as “Suanee River,” thus joining 
the ranks of such celebrities as Beethoven, 
“Schubert, Mozart, Paganini and other musi- 
cians who have been made the central figures 
of stage productions. 


The Two Hundredth Anniversary of 


Bach’s appointment as director of St. 
Thomas’ Chureh was celebrated in connection 
with the eleventh festival of the New Bach 


Society whieh was held in Leipsie in June. 


Wagner has found his way into vaude- 
ville. The first act of “Tannhauser,” in the 
Paris version with ballet, was recently given 
as a very beautiful “turn” at the Olym- 
pia in London. 


Wagner Led jn the number 
ances by the orchestras of Paris during the 
last season. On the programs his compo- 
sitions appear three hundred and thirty-four 
times, those of Beethoven one hundred and 
thirty-nine times, and of Saint-Saéns one 
hundred and eleven times. No other com- 
poser reached the one hundred mark; while 
no Italian, English or American composer 
received enough representations to be in- 
cluded in the list, the lowest number men- 
tioned being the twenty-eight compositions 
of Liszt which were heard. 


of perform- 


Giovanni Martinelli is on the tongue 
of Dame Rumor for the title réle of Boito'’s 
“Nerone” for its production at the La Seala 
next season. 


Felix Weinguartner 
from his position 


withdrawn 
as director of the Volks- 
oper (People’s Opera) of Vienna. It has 
been intimated that the noted interpreter 
of Beethoven’s works is to extend his activi- 
ties as guest conductor. 


Bulletin of the Home for Retired 
Music Teachers 


SumMMeR at the Presser Home is made 
especially agreeable by the construction of the 


has 


building, with its large windows, excellent 
ventilation and four broad porches. Provi- 
sion was even made for a roof garden; but 


the be ag have been so comfortable and the 
surrounding vegetation so flourishing that 
this has never been found necessary. 


We record with regret the passing of 
Mary Stewart Dunlap, who was born at 
Zanesville, Ohio, seventy-three years ago. 
Some years ago, when the residents of the 
home were few, an exception was made by 
means of Which some ae of art were 
admitted This has now ‘been withdrawn 


and only teachers of musig are admitted, 
Miss Dunlap was an artist Whose works had 
been presented in many exhibitions. She 
was admitted to the home in 1919 and while 
there unfortunately became _ blind, Her 
death was caused by an accidental fall. 
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FELIX BOROWSEI, President CARL D. KINSEY, Manager 


The Leading and Largest Conservatory of Musicand DramaticArt in. America | 
FALL TERM NOW OPEN | o 


Faculty of More than 100 Teachers including the following noted artists: (Alphabetically Arranged) : 


PIANO VOCAL Rae Behe ES. 
RICE ARONSON BELLE FORBES CUTTER 
ETREARE BOGUSLAWSKI ee ee Oe Ge CREM . MAURICE GOLDBLATT 
EDWARD COLLINS MABEL SHARP HERDIEN RUDOLPH REINERS 
HARRY DETWEILER DR. FERY LULEK LEON SAMETINI 
KRAMM > 
ee chas BDOARDG See viampiPE, ORGAN 
LOUIS VICTOR SAAR HOWARD NEUMILLER 
MOTION PICTURE ORGAN 
Ce ares TS CHARLES H. DEMOREST €. GORDON WEDERTZ , 
HARMONY, COMPOSITION, COUNTERPOINT, CANON AND FUGUE 
FELIX BOROWSKI LOUIS VICTOR SAAR HAROLD B. MARYOTT LAURA D. HARRIS PAULINE HOUCK 
TEACHERS’ NORMAL COURSES REPERTOIRE—INTERPRETATION CLASSES — 
JULIA LOIS CARUTHERS (Piano) BURTON THATCHER (Vocal) LEON SAMETINI (Violin) 
- MAURICE ARONSON (Piano) CONCERT, CHAUTAUQUA AND LYCEUM 
MAX FISCHEL (Violin) ELENA DEMARCO ‘ 
HAROLD B. MARYOTT (Vocal) | 
WALTON PYRE (Expression and Dramatic Art) seca al OF .OFERS A . 
PUBLIC SCHOOL MUSIC DRAMATIC ART AND EXPRESSION | 
HAROLD B. MARYOTT WALTON PYRE 
All Orchestral Instruments Taught 
FREE SCHOLARSHIPS AND PRIZES site or 320,000 
VALUE OF $20,000 ! 


75 Free and 140 Partial Scholarships awarded each year. Free and Partial application blanks on request. Mason & Hamlin Grand Piano, presented for competition in the ‘ 
Post Graduation Class by the Mason & Hamlin Co. Conover Grand Piano presented for competition in the Graduation and Senior Diploma Classes by the Cable Piano 
Company. Valuable Violin presented for competition in the Violin Department by Lyon and Healy. Entire Musical Education for competition in the Vocal Department. 
These prizes will be competed for in Orchestra Hall, Chicago, before world-renowned musicians as judges and with Chicago Symphony Orchestra, Frederick Stock, Conductor. 
Opera Scholarships. 15 prizes of $300 each; 15 of $100; 15 of $50 in the classes; also Diamond, Gold and Silver Medals. Dormitory Accommodations. 


58th YEAR. rescninc, cuavravoua, LYcEUM, CONCERT 620 SOUTH MICHIGAN AVENUE 
AND ORGAN POSITIONS GUARANTEED CHICAGO, ILLS. 


[stereo 3 


M ic Education in Chicago 
Means studying in the Musical Center of the famous foreign and native artists & a 
America, amid metropolitan surroundings concerts. The Civic Movement in music also 

and untold advantages. The much lauded makes possible the hearing of much great 
‘“‘atmosphere” of European Capitals is now music for a nominal admission charge. These 

to be found in an even larger measure in advantages are carried over into a splendidly 

our own country. In Chicago the student equipped School of Music and there combined 

can hear the ‘First Orchestra of America, with advantages that make study in such an 

Opera unsurpassed in brilliance, and all institution not only a benefit but a privilege. 


FACULTY OF SIXTY ARTISTS . ee 


Complete Preparation for Music Career Regular Courses Leading to Degrees 
Located in the Very Heart of Chicago Accredited by Board of Education 


OFFERED BY 


| COSMOPOLITAN SCHOOL 


Eg) hee, 


Music and Dramatic Art 


DR. CARVER WILLIAMS, President 


Fall Term Opens September 10 Catalog Upon Request REGISTR ATIONS NO P 
E. L. STEPHEN, Manager } 


Dept. E, 16th Floor, Kimball Building, Chicago 
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g 38th SESSION COMMENCES SEPTEMBER 10, 1923 


Mffers superior courses in all branches of music and dramatic art, including Master School. Diplomas, Degrees and 
feachers’ Certificates granted by authority State of Illinois. Thorough preparation for concert, opera and teaching 
bOsitions. Many special features, recitals, concerts with full orchestra, lectures, etc. 


EXCELLENT DORMITORIES OFFER ACCOMMODATIONS AT MODERATE RATES 
UNSURPASSED FACULTY OF ONE HUNDRED ARTIST-INSTRUCTORS 


. 

i Among these might be mentioned 

i, PIANO—Heiiot Levy, Allen Spencer, Victor Gar- ORGAN — William Middelshulte, Frank» Van PUBLIC SCHOOL MUSIC—O. E. Robinson. 

ho wood, Silvio Scionti, Louise Robyn, Kurt Dusen. HARP—Enrico Tramonti, Clara L. Thurston. 

ie. Wanieck, Earl Blair, May Doelling. : : ne 

| MUSICAL THEORY, COMPOSITION — SCHOOL OF ACTING AND EXPRESSION 
| -VOICE—Kafrleton Hackett, FE. Warren K. Howe, Adolf Weidig, Arthur O. Andersen, John —A. Louise Suess, Luise K. Willhour 

it Charles La Berge, Elaine De Sellem. Palmer, Leo Sowerby. Stage Training, Public Reading, Dancing. 

VIOLIN—Jacques Gordon, Herbert Butler, Adolf FO ee UO 7” Bober case atontiae THEATRE ORGAN SCHOOL— 

¢ Weidig, Ramon Girvin, Hans Muenzer. and many others. Frank Van Dusen 

pi 

Va GUEST INSTRUCTORS, 1923—Jjosef Lhevinne, William S. Brady, Delia Valeri, George H. Gartlan ) 
ion Including admission to Conservatory Recitals (by members of the faculty and advanced pupils); Teachers’ Normal Training | 
te Free Advantages: School; Lectures; Students’ Orchestra; Vocal Sight Reading Class and A Capella Choir. 25 free competitive scholarships. 

“4 (Examinations from Sept. 4 to Sept. 7. Apply for examination blank.) A Musical Bureau for securing positions. 


4 LYCEUM AND CHAUTAUQUA ENGAGEMENTS SECURED 
| _. Examinations Free Catalog mailed free on application Moderate Tuition Rates 


\MERICAN CONSERVATORY, 571 Kimball Hall, Wabash Avenue and Jackson Blvd., Chicago 


JOHN J. HATTSTAEDT, President—Karleton Hackett, Adolf Weidig, Heniot Levy, Associate Directors 


SHERWOOD 
MUSIC 
SCHOOL 


Founded 1895 by William H. Sherwood 


~ The Foremost Music School 


of America 


FACULTY OF 70 DISTINGUISHED ARTISTS 


SIDNEY SILBER 
Timinent Piantst-Teacher 


* “GEORGIA KOBER 
» Virtuoso Pianist-Teacher 


| Fall Term Begins Monday, September 10th, 1923 


fils prepared for concert work or teaching Positions guaranteed to qualified graduates 


MANY FREE ADVANTAGES 
All Departments of Music, Theory, Dramatic Art Taught 


| e 
i i 


ecial Public School Music Department Dormitory Accommodations 


FOR DETAILED INFORMATION AND FREE CATALOG, ADDRESS 
EF HERWOOD MUSIC SCHOOL Department E, Fine Arts Building CHIC AGO 


Se a Ny 


Please mention THE ETUDE when addressing our advertisers. 
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Our Graduates are Music 
Supervisors in 264 Cities 


HIS is definite proof of the value of instruction 
These 264 Music Supervisors are 
scattered in 38 states—proof of the national recogni- 


offered here. 


tion of this institution. 


COURSES LEAD TO DEGREES 


Bachelor’s and Master’s degrees are offered and 
are fully recognized and accredited in all states. 


term opens September 10th. 


ELEVEN FREE ADVANTAGES 


Columbia School of Music believes i in broad, cul- 
“music léssons.”” 

So, in addition to individual i instruction in his specialty, 
each student is given these free advantages: 
in History of Music, in Correlated Arts, 
Training, Stage Deportment, Children’s Class Work, 
Interpretation and Chorus Singing; also personal ex- 
perience in Public Recitals, Public Appearances and 
Our Service Bureau finds suitable employ- 


tural musical education, not mere 


Concerts. 


ment without charge. 


FREE SCHOLARSHIPS—Send for Application 

To qualified students otherwise unable to study, 
In addition there are 
An application blank for 


25 Free Scholarships are offered. 
50 Partial Scholarships. 


either will be sent upon request. 


EXTENSIVE CURRICULUM 
Including Piano, Voice, Violin, Violoncello, Theory 
and Composition, Orchestra, Normal Training, Dramat- 
ic Expression, Public School Music, History of Music, 
Correlated Arts, Dalcroze Eurythemics, Psychology 
and History of Education and College English. 


SEND NOW FOR ILLUSTRATED CATALOG 


Describes in detail scope and method of instruc- 
Your copy will be sent without obligation. 


tion. 
Writenow. Address the Dean. 


COLUMBIA 


SCHOOL OF MUSIC 


CLARE OSBORNE REED, Director 


Chicago, III. 


23 Years of Musical Leadership 


509 S. Wabash Ave. 


¥YCEUM 
RTS 


ONSERVATORY 


(INCORPORATED) 


ASCHOOL OF MUSIC AND DRAMATIC ART 


Courses in all branches—Master Faculty including 
Elias Day, President and Director; Theodore Harri- 
son, Director of vocal department, and others of 
prominence. 

A thorough education is offered in music and dra- 
matic art leading to diplomas, degrees and teachers’ 
certificates. Our school graduates the largest pro- 
fessional classes in the middle west. Write Secre- 
tary ee a riled information. 

L TERM OPENS SEPT. 10. 1923 

Heme and studios in our own beautiful build- 
ing in the heart of the new art center, two blocks 
from Lake Michigan. North Side. 

Write for ilustrated free catalog 
JEANNE HOWARD, Box D. 1460 N. Dearborn St., Chicago, Ill. 


New [nigland 
CoNSERVATO 
OF MUSIC 


' BOSTON, 


George W. Cnaawick 
Director 


Located in the Music Center of America 
It affords pupils the environment and atmosphere 
so necessary to a musical education. Its complete 
organization and splendid equipment offer excep- 
tional facilities for students. 

Dormitories for women students. 


Complete Curriculum 
Courses in every branch of Music, applied and 
theoretical. 

Owing to the Practical Training 
In our Normal Department, graduates are much in 
demand as teachers. 


Address Ralph L. Flanders, General Manager 
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for Sheet Music and Phonograph Record 
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Clare Osborne Reed 

Ludwig Becker 

Gertrude H. Murdough 

Walter Spry 
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Edna Swanson VerHaar 

Ethel Jones 

Ann T rimingham 
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Natalie Robinson 
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William F. Rice 
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CAPACITY 


(Each Tray) 
30 pieces of. 


Sheet - Music 


Large enough for 


12 inch Records 
“A Place for Every Piece; Every Piece in its Place” 
JUST FIND IT HERE~ 


Courses 
Orchestra 
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TINDALE ‘MUSIC FILING CABINET, 
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Oldest and most practical system 
A great opportunity for teachers 


System of Musical to: specialize in this unlimited 
field. Write for particulars of 


Kindergarten correspondence course, 
Mrs. Lillian Courtright Card, 116 Edna Ave., Bridgeport, Conn, 
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Prize Songs for Special Occasions 

Dr. Frank Damroscun, in an article in The Sun and The 
Globe of New York, takes a shot at the innumerable attempts 
to get music for states, cities and also all sorts of special occa- 
sions, by means of offering a prize. 

Richard Wagner needed money very badly when he wrote 
the Centennial March; but, notwithstanding the money induce- 
_ ment and the occasion, he turned out a quite inferior work. On 
the other hand Mascagni, in the depths of poverty, competed 
for a prize and produced Cavalleria Rusticana. 

4" Dr. Damrosch contends that great music is not to be caught 
by prize bait. We believe that he is right. Prizes are valuable 
and are an incentive to a certain degree. The difficulty is that, 
no matter how well-meaning the judges, they may turn aside a 
_ master for a mediocrity. The great organist, Edwin H. 
_ Lemare, received from the Royal Academy of Music of London, 
no larger distinction for his studies than the Third Prize or 
Bronze Medal for piano playing. No mention at all was made 
of his organ playing. Later the Academy called him back to 
shower distinctions upon him for his organ playing. 
ee The prize distinguishes one and discourages all others. Dis- 
|| __ tinctions of this kind, distributed in arbitrary fashion, often do 
} more harm than good; when the distinction is of great import- 
ance and supposed to be final. 
a Among other things Dr. Damrosch says: “Imagine, then, 
a poet and a composer, or the two in one, sitting down at his 
desk to create such a song. ‘The prime motive is to win that 
prize. If he is a creative artist of real genius (and, alas! they 
are rare), he may start out with noble ambition to produce a 
work of soul stirring power. Suddenly his pen drops from his 
hand. He fears that what he has written is too “high-brow”— 
it will not go “across the footlights.” He amends it to bring 
_ it down to what he believes is the level of comprehension of the 
- “common people,” and, lo! the song is spoiled. 
_ though it may win the prize it will fail to accomplish its true 
~ mission—to inspire New York’s millions for untold generations. 
_ Of the hacks and dilettante composers who would aspire to such 
prize I will not speak. I can only pity the judges who will be 
led upon to wade through the mass of stupidity, ugliness and 
_ ineapacity with which they will be flooded. 

When old Papa Haydn composed that most beautiful 
dy formerly known as the Austrian National Hymn, he was 
imbued with his love for his country and its emperor and 
ubt whether he ever received a single florin for it. And I 
bt, also, whether he would have been able to create such a 
k of art, so simple in melody that any peasant can sing it 
ve it, had he been asked to compete for a prize of a thou- 

nd ducats. The impulse to write such a song must come 
within inspired by a great cause or a noble emotion.” 


The Enemies of Ignorance 
Ir you ever should attend a bookseller’s convention you 
would lose some of your pride about the advancement and 
culture of America when certain sophisticated individuals get 
into a corner and begin to make comparisons between the output 
of books in this country and in Europe. 

It is true that we do turn out andmmense amount of period- 
ical literature, some of it trash, but most of it of great value 
n he ping to build our cultural and economic future. We also 
h great quantities of literary froth which goes under the 
of fiction. We can likewise boast of many books of a gen- 


ral character, dealing with educational, civic, art, industrial, 


And even. 


religious and other subjects. We are constantly developing as 
a reading people. Our magnificent libraries are thronged. 

There may be many more books and pamphlets issued in 
countries abroad ; but the output of our magazines is overpower- 
ing in its volume. More than this, our libraries make it possible 
for everyone to haye all the best books of the world. 

In music we have an exceedingly large and valuable list of 
publications in America. Our musical books are widely read 
the world over. Many a young musician has invested a dollar 
in a book and had that dollar pay him later in life two and three 
thousand per cent upon the information he has secured from 
that book. Don’t ever speak of spending money for books. 
Talk of it as investments, just as you would for stocks, bonds, 
real estate or mortgages. Books often pay dividends far greater 
than material capital in real estate or industries. 

The inspiration for this editorial came from the following 
lines issued by the Rochester Public Library : 


I am the recorder of the ages. 

I speak every language under the sun and enter every 
corner of the earth. 

I bring information, inspiration and recreation to all 
mankind. 

I am the enemy of ignorance and slavery, the ally of 
enlightenment and liberty. 

I am always ready to commune with man, to quicken 
his being, to spur him on, to show him the way. 

I treat all persons alike, regardless of race, color, creed 
or condition. 

I have power to stretch man’s vision, to deepen his 
feeling, to better his business and to enrich his life. 

I am a true friend, a wise counsellor and a faithful 
guide. 

Iam silent as gravitation, pliant and powerful as the 
electric current and enduring as the everlasting hills. 


I AM THE BOOK. 


Music and Climate 


Tuer reappearance of Die Musik, the well-known German 
musical periodical, which has contributed immensely to the 
musical erudition of the world, is one of the signs of artistic 
resumption in Teutonic lands. 

In a recent issue Herbert Johannes Gigler, a Berlin critic, 
writes on “Music and Climate,” endeavoring to indicate that 
the musical climate of certain blessed lands is favorable to the 
growth and development of musical compositions while that of 
others is as hostile to it as Greenland is to pineapples and 
bananas. Much of the article is interesting but at the same 
time some of the writer’s speculations are very misleading. 

The writer points out that the musical climate (or shall 
we call it atmosphere) of great cities makes an impression upon 
its composer. It is in this way that he insists that Paris pro- 
duced a kind of similarity in the works of the Polish Chopin and 
the Hungarian Liszt. That Vienna produced a similarity in 
the works of the Croatian Schubert and the Rhenish Beethoven. 
We recognize certain slight similarities of form; but beyond 
that Chopin and Liszt and Schubert and Beethoven seem as far 
apart as the poles. 

The writer is devoured with the idea that the most salubri- 
ous musical climate of the world, yesterday, now and hereafter, 
is that in which he happened to be born. Perhaps he is born 
with the idea and should not be blamed any more than we blame 
folks for being born with their polities or their religions. 


581 


a 


582 


_ might and locating the gentleman’s solar plexus. 


However, since he has seen fit to take the fashionable Teu- 
tonic thrust at America, we, the editor, being born American, 
of a race of Americans, feel justified in rising in our editorial 
This is 
found in the fact that he has very scant respect for the need 
for accuracy in print, either in word or intent. 

He endeavors to show, for instance, that the musical climate 
of the non-musical country, England, had no influence upon 
Haydn or Handel. Somehow we had an idea that the only parts 
of Handel’s work that are enduring were written in England, 
for English musical needs, long after Handel had left the con- 
tinent for good. Haydn in turn was inspired by English 
oratorio singing; and it is a very stupid blunder indeed to inti- 
mate that both of these masters remained in England “innerlich 
vollig unberuhrt.” Handel, at least, gloried in his English con- 
nections and lies properly enshrined in Westminster Abbey. 

Our critic then notes that North America has taken every- 
thing “good and expensive” from Europe but that at the same 
time we make no impression of value upon the creative worker, 
the composer. He notes that it is unnecessary to observe that 
the reasons for famous musicians coming to America are 
pecuniary. Johann Strauss, Mahler, Richard Strauss, got 


nothing from America; that is, nothing but gold. How is this 


gentleman to say, for instance, that Richard Strauss, who first 
visited us in 1904, and presented a very dry and written out 
“Symphonia Domestica,” may not have been quickened by dy- 
namic America to produce Salome (1905), Electra (1909), Der 
Rosencavalier (1911). Dr. Strauss is a wholesome, rational 
human being; and, in conversations with the editor he very 


clearly intimated how he was affected by the energy and vigor’ 


of the new world. Speaking of the new world, we have always 
been under the impression that Dvorak’s greatest work, the 
symphony No. 5, “From the New World,” was written as a 
direct result of the musical climate of America. 

The writer of course puts down Macdowell among composers 
upon whom final judgment can not yet be given. The belittling 
of Macdowell is the pastime of certain Teutonophiles; but men 
of larger vision, from Liszt to the present, have been vastly 
impressed with his genius. 

To insist that America, with its enormous range of natural 
inspiration and its tremendous variation in climate, considered 
meteorologically, industrially, religiously, racially, socially, 
politically and artistically, is a kind of Sahara in which no great 
music can thrive, indicates a condition of myopia upon the part 
of the German writer for which even a telescope would be hope- 
less. By making glaring misstatements, such writers bring 
themselves into pathetic ridicule. 

For the greater part of German music we proudly join 
with the rest of the world in admiration and homage. For 
German music critics, who cannot see beyond the borders of 
their native land, we have the same sympathy that we might 
have had for the pre-Columbian geographers who could prove 
conclusively that the world was flat. 


Musicians and Players 

Wuar a privilege it must have been to listen to the playing 
of Beethoven! As a virtuoso he took second rank in his day to 
such a musical mediocrity as Steibelt. Why? Beethoven com- 
mitted the crime of missing notes and using unapproved finger- 
ings. The critics found this unforgivable; but the real lovers 
of music were overwhelmed by the power of his thought. It is 
something to be a player of the piano; but it is an entirely 
different and superior order of genius which combines playing 
with real musicianship. 

Beethoven himself put it this way: 

“When your piano pupil has the proper fingering, 

the exact rhythm, and plays the notes correctly, pay 

attention only to the style; do not stop. for little faults 

or make remarks. on them until the end of the piece. 

This method produces musicians which after all is one 

of the chief aims of Musical art.” . 


Halls as Musical Instruments | 
Onx of the most beautiful of the recently built theaters in 
New York was found upon completion to have certain acous- 
tical defects that made it necessary to hang down from the 
ceiling, exactly in front of a beautiful painting over the pro- 
scenium arch, an ugly contraption resembling a giant grey 
marigold. This nemedied the defect but injured the beauty of 
the theater. 
The value of the acoustical properties of a hall is immense. 
It is only in recent years that deliberate attempts to develop 
good acoustics have met with anything like uniform success. 
There are still architects of churches and halls who will insist — 
that success in this direction is very largely an accident. 
However, there are many modern halls which have wonder- 
ful qualities so that some regard them as quite as important to 
musical performance as the acoustical qualities of the per- 
formers’ instruments. Indeed, a Stradivarius violin in a poor 
hall may not sound as fine as an ordinarily good violin in a fine 
hall. 
An excellent article upon the subject, by Hope Bagenal, 
A. R. I. B., in the London Telegraph, pays tribute to the dis- 
coveries of Prof. Q. C. Sabine, of Harvard University. Pro- 
fessor Sabine demonstrated at Symphony Hall, in Boston, 
Vernon Hall (the auditorium of the Chalfonte-Haddon Hall, 
Atlantic City) and other auditoriums, that certain principles of 
reverberation can be regulated if not entirely controlled. 
Reverberation is measured by the length of time in seconds | 
that a sound is prolonged after being heard. Thus the reverber- | 
ation of the high-vaulted St. Paul’s Cathedral of London is said 
to ke 12 seconds; while that of is Gewandhaus.in Leipzig is, 
only 2.3 seconds ~ f 
Reverberation !s sound rAoctipns If the walls of a room 
were lined with mirrors, the shafts of light would be reflected in | 
all directions. That was the idea of gorgeousness which the | 
European monarchs of yesterday tried to install in their castles. | 
Mirror rooms were once the vogue. 4 
In sound, however, the reverberations must be ngdiaed to | 
the dimensions of the.room. Generally speaking, the larger the — | 
room and the more dense and polished the surface of the walls, 
the longer the reverberations. Wooden wall reverberations are | 
said to give a brighter tone; and this may account for the tonal j{ 
beauty of the old Philadelphia Academy of Music with its wood 
construction seasoned since 1857, and also of old Covent Garden ~ 
theater in London. ae 
Professor Sabine attacked the matter of surface sound n 
reflections by means of making walls of painted canyas unde A 
which there was an air space, under which there were layers of 8) 
felt and air spaces. The amount of space thus treated is deter- - 
mined by the size of the hall. ; 
One variable factor is the size of the audience. 
are wonderful when filled with an audience; when empty, the BI | 
reverberate like a tunnel. 
It is fortunate that we are beginning to consider the 
importance of acoustics. In the olden days an auditorium wa 
erected largely as a shelter for a multitude. Sound was given 
as little consideration as it is in a circus tent. Now architects _ 
are realizing that the public pays to hear and may be attracted” 4 
to the halls where the hearing is best. This is particularly true ~ 
of musical audiences. eS 


The Opening Gun 


September is here, Are you ready with the opening gun 
to go over the top for the work of the season? Preparedn 
in music is half the battle. The pupil who puts off startin 
with lessons loses ground with every day passed. The teac 
who neglects to secure an abundant supply of music right 
the studio before the students begin to come must fall in 
battle of musical competition before those teachers who ; 
prepared. If you have not ordered your full supply, do not 
lose a day. “g 


1c Exicos was born at Glasgow, Scotland, 
28, 1868. His first teacher was his brother. 
In 1880 he accepted the position of organist at 
‘ieston Parish Church. He studied violin with 
Cooper, of Glasgow, expecting to become a 
irtuoso, and studied also the oboe. In 1882 he 
the Hoch Conservatorium at Frankfurt where 
pianoforte under Max Schwartz, violin under 
and composition under A. Urspruch. In 1884 
under Von Bulow who was so impressed with 


s could be written upon the things that 
forget to do thoroughly in their youth. In fact 
cely knows how to make a beginning. It goes 
ying, however, that the student who does 
t a foundation stone in his pianistic structure is 
“come to a time later when it will be a terrific 
e to get that needed stone in place—if, indeed, he 
it at all without tearing down.the whole edifice. 
led foundation stones are the reasons why it is 
iS necessary for teachers to take . advanced 
d literally give them a course in elementary 
training. 

izky evidently took it for granted that the 
1 stones of certain phases of technic were 
for he insisted upon having all his students go 
special technical course with his Preparation 
Technic, however, is by no means the only 
ft out ‘by the average student, Take the subject 
, for example. No one can get very far as 
i pianist without a carefully developed memory. 
oso of the present day, if he wants to figure 
the larger arenas of pianodom, must have 
in his cerebral archives whole libraries of 
and almost everything he has must be immedi- 
vailable, just as the librarian goes to his shelves 
down the right volume from the right place 
that yolume in good condition and not a tat- 
torn mess of leaves. 


‘Von Biilow’s Super-Memory 
e memory can be developed stepwise in youth by 
ieces; and there is no earthly reason why it 
neglected or postponed to maturity. The 
‘memory is exceedingly acute and susceptible 
. The student who begins at this time will 
hat the memory, like a muscle, develops by use. 
he may never get a phenomenal memory like 
‘on Bulow. His memory was almost super- 
For example, when I attended his educational 
‘raukfurt in 1885, his memory was the source 
amazement to his students. His personal 
es were shown by. the fact that on Mondays 
s, when he devoted himself to Beethoven, 
a blue tie; on Tuesdays and Fridays, when he 
, he wore a red tie; on Wednesdays and 
en he devoted himself to Brahms, he wore 
2. Never a note of printed music was used 
hen the students played any one of the Bach 
1 Bulow would occasionally stop “them with 
‘That quarter you played in the fifth or 
the 23rd Fugue ought to have been an 
0 vital point ever escaped him. 
stilow was a highly educated, a cultured man 
way. There seems to be an impression still 
some quarters that the musician need know 
t music. Some musicians make this mistake 
id later find that it is one of the missing 

Most of the great musicians I have 
Se anaely. well educated men. If they 
education through a systematic course 
to get it in other ways. Raff, 
quite a learned man. He spoke Latin 
Liszt was a kind of encyclopedia of 
acquainted with the great things in 
Wyrerg ec r 
verence for the Classics 

st serious missing foundation stones 
e of the advanced students that 
e past has been that of reverence 


Some Vital Points Piano Students Miss 
Things That Young Pianists Forget 


An Interview with the Renowned Virtucso Pianist 


FREDERIC LAMOND 


Secured Expressly for Tar Erupe Music Magazine 


Biographical 


the young man’s talent that he advised him to stick to 
the piano as his solo instrument. The next year he: went 
to Weimar, where he studied with Liszt, following the 
master virtuoso to Rome. He made his pianistic début 
in Berlin in 1885, with very great public success, 
but was personally dissatisfied with his work and did 
not appear again for ten years, during which time he 
endeavored to improve himself by self-study and by one 
year under the ,great Rubinstein. In 1896-he toured 
Russia and also appeared in Paris with very great 


FREDERIC LAMOND 


for the classics. They are accepted as a kind of neces- 
sary evil, something to be passed over very rapidly. 
Yet no one, even in this age of idolatry of speed, of high- 
powered cars and aeroplanes, can appear in public and 
make a valid impression without a thorough schooling 
in these standard works. The audiences will miss it 
although they may not know why. 

“Severe and patient schooling in the classics gives a 
character and substantial quality to the playing of the 
concert pianist that nothing else’ can supply. If it is 
missing in your playing, secure a list ‘of the great classics 
in graded order and make an earnest study of them, 
preferably under some understanding master. Begin 
with the early Swites and Preludes of Bach and come 
down the line, saturating yourself with the great master 
of Eisenach, with Scarlatti, with Handel and Haydn and 
Mozart. The more you play them, the more you will 
appreciate the value of this advice. 


The True Understanding of the Legato 
“Another foundation stone is the proper training in 


_ the true legato tone. Rubinstein had this to perfection. 


It was a real legato. The tones were ringing and con- 
tinued just long enough, never smeared. I know of 
nothing better to develop this than the Forty-Eight Pre- 
ludes and Fugues of Bach, played properly and intelli- 
gently. Every subject must be individualized, every an- 
swer must be preserved throughout. This is a tremen- 
dously difficult task if done properly. I have heard many 
students who have been under the impression that they 
have been working faithfully and successfully with Bach, 
but. who have merely produced a kind of jumble of 
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success. For a time he gave master courses in different 
German cities, but has always given the larger part of 
his attention to his concert work,, having toured all the 
countries of Europe with great distinction and acclaim. 
His masterly grasp of the works of Beethoven, partic- 
ularly the later compositions, have given him a reputa- 
tion second to none in his field. His New York début 
this year was heralded by the critics in a most flattering 
manner. 


notes, indicating clearly that they have been wasting 
many practice hours. The virtue is not merely in play- 
ing Bach so that every note is sounded. It is something 
far more; it is an understanding of the structure of the 
fugue and the re-weaving of the fabric with the poly- 
phonic patterns distinct and beautiful as a Gobelin 
tapestry. 
The Real Liszt 

“How the student may leave out a vital stone is shown 
by the popular attitude toward Liszt. The- average 
pianist who has been through the conventional conserva- 
tory mill usually has in his repertoire several of, the 
brilliant transcriptions of Liszt. These make effective 
show numbers which dazzle the masses, but they do not 
represent Liszt the great composer. The wonderful vir- 
tuoso had a dual nature. He realized the necessity of 
wide popular appeal, and the great success of his concert 
numbers of the brilliant type had overshadowed many of 
his compositicns of great originality and higher musical 
value. Apart from his Concertos, in E-flat and in A, and 
the Hungarian Rhapsodics, Liszt wrote a great mass of 
immensely valuable but little played piano music; for 
instance the ten Harmonics Poctiques et Religieuses, the 
three Apparitions, the two Ballades, the six Consolations, 
the two Legendes, the Etudes d’Execution, the Valse 
Impromptu, Waldesrauchen, Gnomenreigen, Scherzo and 
March and other works just as idiomatically pianistic as 
the greatest of Chopin but not heard with anything like 
the frequency of the works of the wonderful Polish 
genius. 

“The student who strives to learn a great number of 
parade pieces in a very short time, with the idea of 
badgering the managers into giving him engagements, 
wakes up at some later date and finds that hundreds of 
other superficial-minded students have had precisely the 
same idea; that they have not gone through the mill, and 
that their playing does not have the distinction and 
character that only long and careful study with an 
earnest purpose and great ideal can give. Music is a 
morass of mediocrity. The real artists are those who 
have labored up the heights. The mediocrities become 
“embittered” piano teachers—the worst kind of teachers. 

“The ability to play a few of the modern piano pieces 
of Debussy and Ravel can never make up for the lack 
of Beethoven, for instance. To my mind, no student 
is worthy of being called an advanced pianist who can- 
not play from memory at least three sonatas of each of 
the first and sécond periods and four of the third period. 
Without these and the Morty-Eight Fugues of Bach, there 
will always be something—a lack of style and finish— 
that no amount of superficial lacquer can conceal. 


Conspicuous Weaknesses 

“The weaknesses of the average pianist are most con- 
spicuous when he comes to play Beethoven or Chopin— 
Beethoven for outline, architectural design and _ style; 
Chopin for pearled playing. The secret of Chopin may 
be said to lie in the artistic management of the thumb. 
He must have had a wonderful control of his own 
thumbs. By management of the thumb, I mean the 
control of the thumb in its sideward and shifting move- 
ments as it passes over the keyboard. The thumb must 
be as firm, yet as light and as deft, as any of the fingers. 
The student with a heavy, sluggish thumb will never 
play Chopin well; it is impossible. The pianist might 
spend a lifetime learning how to play well the Etudes 
of Chopin. Some people seem to think that an abnor- 
mally large hand is necessary to play Chopin. Nonsense ! 


Page 585 SEPTEMBER 1923 


A yery large hand is really of very little consequence in 
the interpretation of his exquisite nuances, As I have 
said, the secret is in the thumb. Its second or middle 
joint must be exceedingly supple and flexible, so that in 
the incomparable passage work there will be no bumps 
on the way up or down. 


- Habits that Count 

“One of the important foundation stones often for- 
gotten by the student who contracts for himself to build 
a great career is that of forming careful habits of per- 
formance early in life. It is so easy to let little mistakes 
pass. These stick to the end unless corrected. Nothing 
irritated Liszt more than to have a pupil come before 
himt and make mistakes. He used to say, ‘Don’t bring 
any dirty linen to be washed at the lesson” Or if a 
pupil made many mistakes, he was likely to say, “Young 
lady, you had better play Czerny,’ which was considered 
a terrible reproof. His wit was often very biting, but 
not so acid as that of Von Bilow. Once a brilliant 
young pianist of Hebrew extraction played before Von 
Bilow, and in his embarrassment the young man made 
some mistakes in a run in the left hand. Bilow imme- 
diately snapped, at the end of the composition, ‘Young 
man, your right hand is kosher (clean), but your left 
hand is trefer (unclean), refcrring, of course, to the 
rabinical laws pertaining to food. You perhaps have 
heard of the time this same arbifrary master was con- 
ducting for a soprano who persistently sang flat at the 
rehearsal. He stopped the orchestra and said, “Madam, 
will you please give the orchestra your 4? 

“Rubinstein was almost brutally severe in his teaching. 
He was very simple, very direct—but he never compli- 
mented. Once a pianist changed very slightly the piano 
part of the Chopin E Minor Concerto. Rubinstem was 
ift a rage and insisted that the culprit ought to be taken 
out and beaten. The Russian master insisted upon hear- 
ing everything. To leave out a repeat mark was nothing 
short of fatal. He insisted upon all repeat marks in all 
compositions, no matter how lengthy, insisting that with- 
out them the whole architectural balance was destroyed.” 


Training Eyes and Ears 


By S. M. C. 


To BE a successful musician, the training of these two 
organs is of the greatest importance. The eye mitst be 
trained to recognize every mark upon the printed page 
and to communicate it to the brain with no conscious 
effort. This can be accomplished only by long-continued 
ptactice in close observation and serutiny, and by pay- 
ing particular attention to all that pertains to accuracy 

in sight reading. The student should train himself to 
fiotice the key signature and time signature, phrases, ac- 
cents, marks of expression, and all signs pertaining to 
pedalling and dynamics. 

Ear training is of still greater importance; for, whereas 
one can be a successful musician without the use of the 
eyes, the case is hopeless when the auditory organs are 
impaired. Hence ear training should form a conspicuous 
part of every musical education. What would we think 
of a painter who is unable to distinguish between colors? 


Yet there are thousands of so-called musicians who can- ~ 


not distinguish between tones and do not know the differ- 
ence between major and minor. 

Fortunately, much attention is now being paid by 
teachers to ear training and many successful devices are 
being applied. Among them are: 

(1) Tapping rhythms, requiring the pupil to observe 
accents and tell measure signature. 

(2) The teacher plays different tones on the piano; the 
pupil tells whether they are high or low. 

(3) The teacher plays short phrases, requiring the 
pupil to tell whether they are ascending or descending. 

(4) The pupil writes in his note book melodies played 
by the teacher. 

In this connection a few general suggestions pertaining 
to ear training may be of use to the pupil. 

(a) Always use your ears when practicing; listen to 
what you play. One bad habit may spoil everything. 

(b) Before playing, study the music away from the 
- piano, and try to hear it with the mental ear. 

(c) Learn to recognize different intervals by sound. 

(d) Learn to recognize major, minor, diminished, and 
augmented chords by sound, and try to cultivate a sense, 
if not of absolute, at least of relative pitch. 

(e) Never miss an opportunity of hearing a good 
concert, for this is one of the best means for cultivating 
and refining your taste, which is one of the primary 
objects of music study, 


A 
Taking Care of the Piano 


Expert Advice Issued by the National Association of 
Piano Tuners 


THe cost of pianos is constantly going up and the 
money investment in a moderm instrument of real worth 
is not inconsiderable. Unlike the violin, the piano with 
its elaborate mechanism, the tonnage of tension upon 
the strings, and other mechanical features, does not 
improve with age. It can, however, be kept in prime 
condition if the tuner is given a chance. 

Often entirely too much is expected of the tuner. 
There are conditions which seem fo ravage pianos like 
some of the insidious diseases that creep into the human 
system and are neglected so long that the services of 
the physician are well nigh worthless. The owner of 
an automobile knows, if he knows anything at all, that 
if is advisable to have expert care and expert attention 
at stated periods. That is, an automobile has to be 
inspected by some one who really knows. The life of 
a good car may be greatly prolonged by this care. The 
automobile usually gets this attention because it has 
to be oiled regularly. The piano on the other hand 
does not have to be oiled and is frequently neglected for 
a year or more. Waluable musical property is thus more 
frequently destroyed by neglect than by usage. 

With the view of combating this, the National Asso- 
ciation of Piano Tuners, an organization which en- 
deavors to raise the standard of piano tuning in all parts 
of the United States, has issued the following, for the 
benefit of the public in general. 

Authorities on this subject agree that, in order to 
obtain satisfactory results and at the same time preserve 
the tone quality and keep the action in perfect working 
order, it is necessary to have the piano tuned at least 
twice a year. Pianos receiving such attention are 
always in fairly good condition, while those receiving 
irregular attention are never in condition. All other 
stringed, instruments. require more or less tuning every 
time they are used, then why should a piano be neglected ? 

A piano is only as good as the care it receives, Re- 
pairers of pianos can testify to the fact that more 
pianos are ruined through neglect than through use. 

Virginia Dale in McCall’s Magazine, June, 1919; has 
this to say concerning the piano: “The piano is the most 
expensive and the most abused article in the average 
home. Its neglect is due largely to the fact that it is 
classified and treated as furniture rather than as a musi- 
cal instrument of sensitive mechanism. Besides dusting 
it painstakingly and having it tuned for weddings and 
parties, the average housekeeper does little towards 
keeping it off the casualty list. Meanwhile, because of 
the lack of intelligent care behind the polished surface 
of its well kept case, various enemies (moths, mice and 
rust) are working its destruction.” 


Why a Piano Should be Tuned at Least Twice a Year 

There are about 230 highly tempered steel strings rang- 
ing in gauge from 12% to 22, which, when drawn to 
international pitch, exert a strain on the frame of the 
piano approximating 15 tons. 

In connection with these strings there is a spruce pine 
board with a surface measurement of from 1600 to 
2400 square inches, according to the size of the piano, 
which is so constructed as to exert even pressure on the 
strings. This board is called the sounding board, and 
is attached to or connected with the steel strings by a 
wooden bridge and a system of reverse bearings, which 
practically lock string and board together. This sound- 
ing board is influenced by the same atmospheric changes 
as the dresser drawer, or the closet doar. Air that will 
cause the drawer and door to swell, with cause the sound- 
ing board to swell and expand. Very dry air will cause 
the board to shrink. Every movement of the sounding 
board registers its effect immediately on the tension of 
the string. When the string is out of tune, its tension 
and pressure upon the sounding board is either greater 
or less than the scale designer intended. The nice bal- 
ance that should exist between pressure and resistance 
is upset; and, if an abnormal strain is allowed to occur 
in one section of the scale, as it often does, the result 
may be a split sounding board, a cracked plate, a broken 
string, coupled with a serious loss of resonance. 

Tuning, therefore, is not only a matter of keeping 
the piano at pitch, and the tone, agreeable to the ear, that 
is its musical purpose, but its mechanical function of 
balancing the 15 or 16 tons pressure on the frame of 
the instrument, is of equal if not greater importance to 
the piano owner. 

Atmospheric conditions that will affect the sounding 
board will also affect the action and keys, causing rat- 
tles, abnormal wear on the bushings around the center 


pins, disarranging the touch, ete, _ Practice on a 
affected is a waste of time and labor, as it is 
impossible to develop technic under such conditions. re; 

Now, as it would be very unhealthy and unpract 
to arrange matters to maintain a certain temperatur 
all times, it is therefore much more satisfactory ¢ 
less expensive, to have the tuner take care of your i 
ment at regular intervals. 

Generally speaking, the piano is put in perfect 1 
before leaving the factory ; this condition is brought 
by a series of tunings, one following the other at 
vals varying from 24 hours to ten days. If a pi 
allowed to go without tuning for an indefinite p 
the effect of this work of the manufacturer is los 
the piano will also suffer in tone quality. 

Have your piano tuned often, and you will h 
better instrument. Many piano owners from folsom 7 
tives of economy make a serious mistake when { 
allow their instruments to go without tuning until 
are so wretchedly out of tune as to be almost unbe: 
to every one except those who are constantly asso 
with the piano. It is quite impossible for the ch 
young student to acquire anything like a true co 
tion of the various intervals in Bo unless the 
is in tune. 

Pianists insist on having their piano tuned betoceml 
performance. This is necessary to insure perfect t 

Player Pianos should_be tuned, regulated and the tu} 
cleaned out every six/months, at least. 

Tone quality to a certain degree depends upe 
condition of the felt on the hammers. Constant p 
ing on the strings causes the wire to cut through | 
face of the hammer, resulting in a thin, tin-panny 
quality. In such cases the hammer should be refa 
and voiced. 

Trust not to your intuition in the matter of 
as your constant association with the piano impair 
ability to discriminate. 


Colorful Practice: 


. By Sidney Bushell 


“Ture exercises of the music student are tunel 
joyless....It is surprising that out of such a 
heartrending sound, and stiff, cold, precise practice s 
come....that can grip the heart of the world.” 

Thus, in part, writes a contributor in The Wij; 
Monthly. The simile certainly served the write 
pose in the article referred to; but is it entir 
from the music student’s viewpoint—the vocal 
in particular? 

The chief aim of all vocal practice is to impr: 
enrich the tone or quality of the voice. How, 
this enrichment come about through the med: 
“tuneless, joyless, stiff, cold and precise practice 

Every earnest vocal student is an embryo ar 
like the artist of the brush, he must learn to m 
colors before being able to make use of them for ¢ 
ends. We might go even farther and liken 
practice period to the painter’s palette upon w! 
tries his colors before making use of them in th 
ture being painted, or under contemplation. 


Beauty of Tone | 
Crimson is a beautiful color, so is purple; 
artist who confined himself to the use of only 
colors would find his range of subjects very 
So with the vocal student who assiduously cult 
one quality of beautiful tone. However beauti 
ever full and resonant it may become from cons 
tice, like the artist with but one or two color. 
palette, he will find his medium of expres 
limited. 
By all means let the vocalist seek to impart 
his tone, but let him also, with equal ardor, ¢ 
variety oF color, 
Scales, vowels, arpeggios, all kinds of voc 
be sung passionately, fervently, softly, brightl 
joyously, without words, upon the vowel soun¢ 
they can be veritable songs without words. The 
ous practice with this deliberate end in view 
only add interest to the daily practice progre 
will encourage the development of that very 
artistic “audacity,” the enemy of self-conscio 
stage-fright; and more than this, it will give 
artist a familiarity with his palette and the col 
command that will be®of inestimable value 
times comes for him to endeavor to impart to 
the beauties, the infinite shades of meaning, 
and one things that the artist perceives WI 
by the medium of his artistic intuition, 
magic mirror of song into The Singer’s Co 
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Success, for which we all strive, depends in a very 
ze measure on the health of the individual. Better 
results in better efficiency, and with increased 
cy comes increased capacity for work, and hence 
eased opportunities for success. Furthermore, the 
ect! of health and its influence upon success is not 
y - dependent, upon the physical aspect, but also equally 
1 the mental state. Our whole attitude toward life is 
ermined from day to day by our physical and mental 
ions, which in themselves are closely allied. 

music teacher is no exception to these principles, 
s efficiency .will depend very materially upon his 
jasm for his work. The problem arises then, as 
he can best take care of his health and at least 
fy himself against the handicap of ill-health. It will 
ore be my object to point out more or less general 
which health-upbuilding may be conducted. Of 
tment of particular diseases no mention will be 
ather let us see what we can do to prevent 
and, what is better, ward off disease entirely. 
das a whole, the life of a music teacher can 
- be considered sedentary, as compared with that 
the store clerk, stenographer or factory worker, nor 
as compared with the farmer or engineer. Yet the 
swings somewhat toward the less physically 
life and decidedly toward the confinement of an 
occupation. Therefore the music teacher must 
ealth-upbuilding along lines that require physical 
ity, and that out-of-doors as far as possible. The 
is, however, that the hard working music teacher, 
the last pupil is dismissed at six o’clock, feels tired 
- too tired to do much more that day and so the 
is spent in “relaxation” at a concert, in which 
sits in a close hall, and frequently rides to the 
back. Or the evening may be passed at home in 
writing or entertaining friends— occupations 
1 again do not supply the needed exercise or outdoor 
Of course there is no reason why evenings should 
> devoted to recitals, entertaining, reading and 
erfectly normal pursuits; but somehow attention 
given to preserving one’s health. There are, 
ely, many ways in which the music teacher can 
without interfering with daily routine in. the 
ys as simple as effective. 


a 


Proper Conditions of Sleep 

| first consider the matter of sleep. Do you open 
your bedroom windows half an inch from the top 
m? If so, you are receiving a very small percent- 
on your night’s investment of sleep. Throw one, 
ll your bedroom windows wide open, and your 
from sleep at least, will be one hundred percent. 
bedroom or sleeping porch is easily arranged, 
ll soon become a matter of habit to sleep in 
oor atmosphere until, in fact, the close sleeping 
ecomes intolerable. If unaccustomed to sleeping 
ndows wide open, gradually increase the amount 
tion, avoiding direct drafts, and adding to the 
accordingly. What a simple prescription 
yourself the benefit of fresh air over one- 
the hours of your lifetime! What a tonic and 
ive for the tired, brain- fagged teacher who has 
isly given lessons all day in an artificially heated, 
ated studio! And, parenthetically, it may be 
t a little thought given to the ventilation of the 
also bring in its dividend of health. 

ber of hours spent in sleep each night should 
be less than eight. There are occasional excep- 
| the case of people who sleep only six out of 
hours, and appear to have sufficient rest; 
€ is some question as to whether these people 
et all the sleep they ought to have. More nu- 
re those who need nine or more hours of. sleep 
more important than the actual number of 
e habit of retiring at a reasonably early hour. 
world of wisdom in the old saying, “Early 
Dietecs.,...”. 


Hig Value of Walking 

ulking as an exercise has the unqualified 

goer experts. Yet, if left to ourselves, 

) prone to allow the street car, taxicab or 

brive us of the benefit of its invigorating 
er words, we cannot take it for granted 
ugh each day; we must take stock of 


.you have a studio in town. 


What the Teacher Must Do to Keep Fit 


By WALLACE F. HAMILTON, M. D. 


just how much walking we actually do, and then ar- 
range some sort of a schedule which will provide a 
sufficient amount— there is little danger of too much— 
and thereafter see that we keep to this schedule. 

Each individual must evolve a plan for himself: if you 
live in the country, your problem is easy, especially if 
But in any case, you doubt- 
less go somewhere in the course of the day—perhaps 
you give a lesson at some pupil’s house a mile or more 
away. Walk there and back! Allow time to do so, and 
be sure the money lost in taking a little longer time for 
the trip will be returned to you many times over. Or 
perhaps there is a store a reasonable distance away where 
you can make some daily purchases of food or other 
articles. Then there is the evening recital, or friendly 
call; walk at least one way, and back again if the hour 
be not too late. Indeed, there are many such opportuni- 
ties for a daily walk that will occur to the teacher; 
but if none of these are available, make the walk an 
object in itself. Get up an hour earlier if necessary, and 
allow time for the walk, remembering that this extra 
hour if taken from sleeping time can be made up by 
retiring an hour earlier. The time of day is not of 
much consequence, except inasmuch as sunshine iis 
desirable. Furthermore, the daily walk should not be 
a burden— the teacher should find this an opportunity 
to formulate the day’s plans; while in addition, by vary- 
ing the route from time to time, much of interest may 
be observed that furnishes “food for thought”. The 
exact length of the walk depends upon the individual; 
but it should be at least a mile or two, once or twice a 
day, with the pace sufficiently vigorous to insure genuine 
exercise. 


The Regulation of Food and Drink 

Of eating, but little will be said, except to add a 
word of caution against all kinds of “dieting” which is 
so popular especially for reducing flesh, unless by advice 
and under guidance of a physician. The best balanced 
diet is apt to be the one that is given the least thought; 
and the great majority of people need pay only reason- 
able attention to the particular foods they eat. Loss of 
appetite is very likely to accompany the “run down” 


condition of the tired teacher, who may find it necessary - 


to have recourse to tonics or a physician’s advice. One 
or two daily brisk walks, as already suggested, will do 
much to stimulate the appetite ; and with exercise comes a 
natural “burning up” of the sources of bodily energy, 
which must be replaced by food. ‘“Metabolism’— a word 
used to express the “change in living organisms induced 
by the action of cells”— is increased and the whole body 


strengthened and invigorated. 


The amount of water that is consumed is worthy of 
attention; for, with few exceptions, there is a tendency 
to drink too little water. Over a quart of water is ex- 
creted as perspiration alone in twenty-four hours, and 
in warm weather from two to three times that amount. 
Hence, bearing in mind that it takes four tumblersful 
to make a quart, it is evident that eight tumblersful of 
water a day should be regarded as the minimum con- 
sistent with good health. 

Water is found in every tissue and fluid in the human 
economy; it dissolves the food we eat, distributes the 
nutriment, and in addition removes waste matters, con- 
veying them to the different eliminative organs. Thus 
it is essential to all absorption of food, upon which 


‘“‘Better to hunt the fields for health 
unbought 

Than fee the doctor for a nauseous 
draught’ 


sings Dryden; and musicians may well 


listen to him because the profession of music 
teaching in particular is not only confining 
but also nerve exhausting. Dr. Hamilton 
in this article gives excellent advice. The 
main thing is to put such advice into 
practice. 
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Success and the Music Teacher’s Health 


depends the building up of the body, and to the elimina- 
tion of all poisonous and waste materials, which are 
the causative factors of “auto-intoxication.” A very 
excellent practice is to drink a full glass of water— 
warm or cool—on rising in the morning. This will 
cleanse the stomach and prepare the digestive tract for 
the day’s work. It is best not to drink too much water 
with meals, especially if it be used in place of proper 
mastication to speed up a hasty lunch, in which’ case 
the water alone is preferable; but as far as possible 
the habit of drinking a glass of water occasionally be- 
tween meals should be cultivated. 


Other Forms of Exercise 

So far the measures suggested, for building up health 
are such as may be carried out by practically any music 
teacher, whether old or young; but those who can afford 
time for more strenuous exercise should certainly avail 
themselves of it. Golf, tennis, swimming, rowing, bowl- 
ing, horseback riding, all are invaluable, especially if 
followed regularly, and not spasmodically as is apt to 
be the case. Or regular attendance at a gymnastic 
class, such as those conducted by the Y. M. C. A. or 
Y. W. C. A. organizations the country over, is an excel- 
lent routine for the music teacher to follow, again with 
emphasis upon regularity. Inspired perhaps by the train- 
ing camps for the world war, there have been some 
“setting up” exercises recorded on phonograph records, 
by which one may start the day with a series of army- 
like calisthenics to the accompaniment of an orchestra, 
and under the guidance of the voice of a gymnastic 
expert: all this in one’s own bedroom. The idea -is 
good, and is an attempt to overcome the monotony of 
daily, self-imposed gymnastics. To many music teach- 
ers, the musical accompaniment may not prove to be 
an inspiration; but at least the plan is a novelty and may 
help one‘to start upon regular daily exercises which will 
afterward become a habit. 


Utilizing the Summer Vacation 

Finally, most music teachers have the rare privilege 
offered by only a few occupations, of a real summer 
vacation. This is truly the golden opportunity for build- 
ing up a winter’s store of health and should be assidu- 
ously taken advantage of as such. By all means, the 
teacher should go somewhere that insures a complete 
change of surroundings and mode of living, whether in 
camp or at a hotel, at seashore, lake or mountain—where- 
ever the vacation will be profitable in the greatest number 
of ways. The opportunities for exercise at the seashore, 
mountain or lake are so numerous that there is little 
need to think much about them, as the vacationist’s life 
is naturally full of activity, and that out-of-doors. Par- 
ticularly the music teacher may be recommended to 
take advantage of the long vacation not only to store 
up a supply of health but also to advance professionally. 
This can be done by attending some summer music 
colony, with particular attention to attractiveness of 
location. With such a combination the teacher should 
derive the greatest all-around benefit from his summer. 

The measures for health-upbuilding suggested are 
neither new nor complex but, if adopted, will do as 
much good as many an expensive “cure” or “health 


course.’ It should always be borne in mind that rest 
is a key to all health; but the lock it fits is proper 
exercise. Directly in proportion to the amount of 


exercise and work, which are the factors combining to 
make fatigue, should be rest; for it is during rest that 
all upbuilding of bodily tissues goes on to the best 
advantage. We are ever in a changing state, a balance 
between construction and destruction. Which way the 
pendulum swings depends in considerable measure on 
our own efforts; but under the best conditions it 
remains in equipoise, swinging if at all to the con- 
structive side. This provides a kind of “health reserve”, 
which comes to our protection when we are invaded 
by disease germs and either defeats them entirely or 
else lessens their effect and furthers a quicker conva- 
lescence. 

Sleep, in fresh air; exercise, if only by walking, reg- 
ularly and conscientiously; eat, normally; drink water 
plentifully; make of the summer vacation an oppor- 
tunity to stock up with good health and mental vigor— 
these are simple but effective prescriptions for health 
and what health brings, namely, the desired success in 
your profession. 


\ 
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Rubber Stamps That Help 


By R. W. Major 


In my years of experience as a music teacher, I have 
found that to save time in the marking out of the pupil’s 
new lesson was money in my pocket. To accomplish this 
in the most practical manner possible, I have had made 
the following rubber stamps and use them in the manner 
indicated. 


After hearing and correcting the old lesson, I proceed. 


to mark out the new one. I use three books—the Exer- 
cise (Etude) Book, the Study Book (great Masters, 
etc.), and the Duet Book (overtures, etc.). In the 
Exercise Book I do all the marking with the exception 
of the Date Stamp, which I use on each book at the 
beginning of the lesson in it. On the outside cover of 
the Exercise Book I stamp 


Regular Music Lesson on................. 

Bromo seersere TOseaee ee .M. 
LESSON.....+. coe 

PromisacuetenicnestOniiaen se Be teee Nae 


SHSVSTVBVETSIVISVSESEBVS OOO 
PUPILS’ NOTICE a0. 


Only one lesson in the month excused. Therest ° 
must be paid for whether taken or not. But all lessons 
will be charged for unless Studio is notified in advance 
of Lesson Time, otherwise pupil will be dropped from 
class. 

02G2O62OO0886O680OO8O8888CO'19 


In all three books I stamp the Date Stamp: 


Oct. II, 1922 


and in the especially difficult parts I stamp 
‘REPEAT.......... -- TIMES’ 
I stamp 


Practice not less than ........... hour each day, 


in all the three instruction books, and at the end of the 
Exercise (No. 1) Book 1 stamp 


Beview Page cfs. ue teuscete on. snc qantas, veterans: Book 
Practices Pagesicnncesescceca. sty cles cereen camteeeamlajearretyane 
Review. Pages: i: canbe is habia dicesseids edevas spe seelanenae 
Practice: PAGES <2... a scmecionsts tise aces in Duet Book 


and fill'in the blank spaces with pencil for the remainder 
of the lesson found in the other two books (Study, Duet 
and Pieces), placing the Date Stamp, 


Oct. II, 1922 


at the beginning of each book and an X at the end of 
the Study and Duet Books for new work and the Date 
Stamp, 


Oct. 11, 1922 


with Review after it and an # for the end of the 
review work, in all the instruction books. 
When I give a piece of music away I use the stamp: 


AP LIMENTS > 


ROBERT W. MAJOR” 


Pat@tcs aacsneees ese 
Ly INSTRUCTOR IN ws 


NO any Wand 


© 


and in sending out monthly statements that are past due 
I use the stamps: 


Past DUE! 


{2 This account has, no doubt, escaped 
your notice. Will you please favor us with 
a settlement in the next few days. 


and also 
TO BE PAID ON THE FIRST LESSON IN THE MONTH. 


Also the Discount Stamp: 


10% Discount for Cash paid, 


8 Months in advance. 


and when the bill is paid I use stamp: 


fx. 


(Feb. ce ee 


GE oloapor 


For scales and chords I use the stamp: 


Practice the... . MAJOR, Minor, Scale in 8vo, 3rds, 6ths, Inverted 3rds, Gths, 


Practice the... .MAJOR, Minor, Chord in.........4. Positions, Modulations, 


and fill in the blank spaces accordingly and use this 
stamp at the very beginning of the new lesson in the 
Exercise Book. I also use these stamps: 


MAJOR’S ORCHESTRA, 


For Concert or Dancing, 
Any NumBeER OF INSTRUMENTS. 


and 


This Missed Lesson will be made 
up at the earliest opportunity. 


for my orchestra and correspondence, and when a les- 
son is to be made up and was charged for but not taken. 


Piano Playing Up to Date 


By Harriette Cady 


WE read and hear much about eliminating the drudgery 
of the past, in acquiring our technic of today. As a 
nation we are so prone to hurry (it seems to be in the 
American atmosphere), that any quick means to learning 
appeals to us. 

How is this short cut to piano technic to be acquired? 
Simply by weight:—finger weight, wrist weight, arm 
weight, shoulder weight. No more five-finger studies; 
no more scales; no more arpeggios; 
more Czerny!! 

If this is so, why have the great pianists of the past 
used these other methods? 
writer happens to know some great pianists of the pres- 
ent—one of them ranked by many as the greatest—who 
have not discarded exercises for the fingers.) Lesche- 
tizky, who had the most dazzling scale (a youthful 
scale) when an old man, said, “Before a work- 
man begins work he acquires the best tools he can afford; 
and fingers are the pianist’s tools.” Therefore he be- 
lieved in acquiring a beautiful scale, arpeggio, octaves, 
with fingers trained to obey, and with relaxation of the 
arm. In other words, when studying with him, one 
concentrated first on mechanism. Not that he disbelieved 
in weights; for they were used in many ways, begin- 
ning with the finger tips and extending to: the back 
muscles. 

It is possible’ in teaching, especially through modern 
methods, to make technic most fascinating, although sim- 
ply a means to an end. 

For the student, the joy of seeing the ease and free- 
dom, which come gradually with careful thought and 
effort, is a reward worth while, in itself. Patience will 
win all this—though Patience is not always easy to com- 
mand. Work! Then work some more! To learning 
there is no royal road. 


WE need beauty just as truly as we need truth, for it - 


is as much a part of our lives. We have learned in 
part the lesson of morality, but we have yet to learn 
the lesson of beauty. 


—Hamitton Wricut Masire, 


no more trills; no 


(Just between ourselves, the, 


A Musical History Intelligence Test 


Questions on the Lives of the Great Compose rs 


Arranged Pie Eleanor Brigham > 


[Ton Brvupp will present during ensuing nienten a serie 
of questions similar to the following. They may be use 
by the student for a home self-help quiz. They may be us 
by the teacher for a “musical spelling bee”? club meeting 
the idea being to drop each student from the line ‘he 
failing to give a correct answer and ‘to see which studer 
can stand up longest under a fire of questions. Or the 
may be used by the private teacher, with the individu 
pupil, for special auviliary work. The answers to this 
of questions will appear in Tap ETUDE for next month 
Editor of Tup Drupp.] 


Serres No, V 
1—In whose memory is the Bayreuth Festival given? 
2—Who wrote the Devil’s Sonata for the violin? — } 
3—Who strained his right hand incurably trying | 

acquire technic in a hurry? 
4— Who composed the opera Patience? 
5—Who composed the symphonic poem Don Ouizote 
6—Whose violin Caprices has Schumann arranged f 
the pianoforte? 
7—Who composed the opera Manon? 
8—Who composed the opera Fidelio? 
9—Who has arranged Gluck’s Gavotte for the piano 
10—Who composed Le Prophete? 
11—Who loved his country, Poland, more than 
music and became the leader of his people? 
12—Who composed the opera Don Giovanni? a 
13—Who wrote an Orchestral Suite L’Arlesienne? — 
14—Who composed J] Trovatore? ° 
15—Who was born in Eisenach, Germany, March 
1685? - 3 
16—Who composed Pelleas and Melisande? Pil 
17—Who composed the most famous Songs Withor 
Words? 
18—Who is considered the leader of present-day 
lish musicians? : i 
19—Who, composed the opera Orpheus and Eurydi 
20—W hat Italian composer wrote Lucrezia Borgia 
21—Who. wrote & Symphonic Prologue Francesca 
Rimini? ° 
22—Who was considered Liszt’s only contemporé 
rival in pianoforte technic? 
23—Who composed Tosca? 
24—What little boy was dismissed from choir 
cutting the pigtail from a fellow choir boy’s head? 
25—Who composed the opera Samson and Delilah? 
26—Who composed the Sonata Tragica? 
27—Who was a friend of Mozart and Haydn anc 
great teacher? 
28—Who composed a great modern Stabai Mater. 


Answer to Series IV 


1—Mozart, 2—Verdi, 3—Grieg, 4—Chadwick, 5—Co 
6—Johann Strauss, 7—Gounod, 8—D’Indy, 9—Liszt, 
Bizet, 11—Bach, 12—Puccini, 13—Haydn, 14—Ri 
Strauss, 15—Debussy, 16—Mendelssohn, 17—Wagner, 
Beethoven, , 20—Nevin, 21—Schubert, 
Lully, 23—Rossini, 24—Tartini, 25—Sullivan, 26— 
nini, 27—yvon Weber, 28—Meyerbeer. . 


The October Fortieth Anniversary issue of “T}) 
Etude Music Magazine” will have more contril| 
tions, musical and literary, from foremost men aj 
women in the music world than any “Etude” 
have ever published, Will you join with us in m 
ing it the opening gun for an immensely incre 
“Etude” circulation campaign? One glance at 
unusual issue will lead you to realize that su 
campaign is mutually advantageous to all m 
workers. 

One of the remarkable features will be a conti 
ence between Thomas A. Edison and John P aif 
Sousa, at the first meeting of these two famous 
a few weeks ago. Sousa with his famous band 5 
the American pioneer of music around the 
His name is still more known than any 
American musician, in the countries of the we 
The soldiers on both sides in the late war mar 
to the front to Sousa marches. Edison, on the c i 
hand, through the invention of the phonograph | 
through the various reproducing instruments wl 
resulted therefrom, has done more for the disse 
nation and preservation of music than any 
the age. This conference is a journalistic fea 
rarely equaled and will be read with great interes 


Tue early composers of sonatas intended ther 


show: First what they could do; second, what ‘ 
could feel; and third, how glad they were to 
finished. 


\ —A GERMAN CRIT 


¢ studied in Milan and Rome for six years. 


For the singer who is preparing for an operatic or 
rt career, I would give as an initial advice the 
hat the singer is invested with a God-given gift, the 
that this gift is something for which the singer 
be everlastingly grateful and because of this 
de realize that a higher power determines its 
and its control. By this I do not mean that the 
yer should not work. No artist has to work harder 
m the singer. Why? Because in the case of every 
¢ kind of artist they have to deal with a finished 
ument. In the case of the singer there is a great 
t has to be done to get the instrument in the very 
shape as determined by the Almighty. Therefore, 
} inger has to make, or to re-make the voice and 
rain it. 4 

the mind and the soul aiect the voice? 
e ask such a question? Did you ever:see a 
girl blush? Did you see the color mounting to 
eeks, to her temples like the turning on of a 
rful light? What did it? A thought. The 
- circulation of the blood of the body rushes 
th the veins and‘is noticed at once in the counte- 
_ In exactly similar manner the voice is affected 
acute fashion. If thought will affect the quality 
tones of the voice in any way, the right kind of 
iking of tones with the right kind of practice will 
e the right kind of voice. 


A Vocal Miracle 


Perhaps some may dispute the feasibility of the 
n of my voice by miraculous means. Of course, the 
lic all knew that through unfortunate conditions my 
practically deserted me some years ago. I was 
to give up valuable contracts in great opera 
es, just at a time when I was really becoming 
‘ly known and at the same time when I should have 
1 doing my best. Imagine what this meant to a 
ng singer; to be forced to stop just as the zenith 
fore me. Terrible. I cannot tell you how dark 
me it all was for me. The doctors who operated 
it to encourage me and tell me that my voice would 
, but every time I realized that it was not coming. 
ents were distraught and grieved more than I did. 
seemed to remedy the condition. However, I 
d in Italy, hoping and hoping every day, 
er the doctor’s care. 

a then that I decided to pray to my favorite 
saint, St. Francis of Assisi. Why did I choose 
francis? Because of his spotless purity. Because he 
his riches for noble purposes. Because, of 
m. Although never a priest he founded the 
9f the Franciscans and was a great preacher. 
of the beauty, simplicity and poetry of his life. 
shed the joy of religion and not sombreness. 
ear Franciscans sang and danced and called them- 
me the singing servants of Christ.” So greatly 
d _ was St. Francis that organizations have, come 
e outside of the Catholic Church in admira- 
s philosophies. 


When My Voice Came Back 


refore, I resolved to pray to St. Francis and 
fe as close to his principles as I possibly 
‘prayed constantly and thereafter made a pil- 
, barefooted, to his shrine. At the conclusion 
ain _Prostrated myself on the marble floor 
image vowing that I would model my life 
<r his as I could. An indescribable feeling 
is exaltation came over me. I knew at once 
rs had been heard and that he would help 
n that time I worried no more, for my voice 
a as once to come back, and since then I 

en greater triumphs in Opera than ever 
important points for a young singer are 
dy right and not overwork. The human 
ab e of just so much development within a 
| try to crowd any more into that time 
¥ cand or place it sc that years 
dd Testore it. Routh fulness is the 


yn 


_ [Eprror’ Ss Note: Lucrezia Bori was born at Valencia, Spain, in 1888. 
Her debit was made in 
men” in Rome, in 1908, since when she has met with great success, 

oe in Europe, South America and with the Metropolitan Company. 
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_ produce very large tones. 
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great charm of a voice. If the voice is used rightly 
this youthfulness will remain until the singer is well 
along in years. Strain kills youthfulness. I have heard 
many young singers, here and abroad, who were literally 
tearing their voices to pieces by trying to develop, what 
they imagined to be a big tone. 

“Trying to make the tone big by over use may change 
the character of the voice entirely. The four things 
that make a voice valuable in opera or concert are :— 


1. Quality. 

2. Pervasiveness (resonance). 
3. Flexibility. 

4. Expressive character. 


“A light voice with the proper resonance will often 
carry much farther and is always more beautiful than 
a heavy voice which seems to carry only a short dis- 
tance. Volume is not everything by any means. Many 
voices were not born to have volume. They have on 
the other hand great beauty and great carrying power. 
Any attempt to give them volume is likely to be fatal. 


Volume Not Everything 

“This, however, is one of the most difficult facts that 
the teacher has to bring convincingly to the pupil. The 
pupil is young and yolume seems to mean everything. 
She attends the opera and hears some robust singer 
with the physique of a Valkyrie and mature in years, 
She goes home and tries to 
imitate the famous singer; and nothing may stop her 
until she finds her voice gone. The teacher explains 
that her voice is as unable to bear such a burden as a 
baby is to carry a piano. She knows better. It is the 
way of youth. 

“Scales, of course, are the ideal exercises; but these 
should be varied with arpeggi, trills, staccati and all the 
vocalises the student can master. 

“T think short practice periods at frequent intervals 
during the day are best for the young voice, not more 
than twenty minutes at a time, amounting altogether to 
about an hour or an hour and a half a day. 

“Of course, it is vastly important that a singer have’ 
at least a little knowledge of the pianoforte or violin. 
Every singer should know enough of the piano to be 
able at least to play her own accompaniment; and a 
knowledge of the violin is of incalculable value in il- 


ces) 
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Is This the Golden Age of Voice? 


An Interview with MADAME LUCREZIA BORI 


Prima Donna of the Metropolitan Opera Company 


sIn 1913 she created the leading réle of Montemezzi’s opera “L’Amore dei 
In 1915 she suffered from a throat affliction from which she has 
fortunately entirely recovered. This she attributes to a miracle wr ought 
by St. Francis of Assisi.] 


lustrating sostenuto, legato and attack. There is a 
surprising similarity in the vocal art and that of a 
stringed instrument. Several singers whom I know, 
who thought of becoming violinists before they knew 
they could sing, have felt that their knowledge of the 
violin has helped them indefinitely in the problems of 
technique in their vocal work. 

“We hear so much of the golden days of bel canto; 
but, while the principal singers of those days may have 
been finer than the ones of to-day, [ do not helieve that 
at any time there has been so great a number of first 
rate singers as now. 


American Voices 

“There are no lovelier voices anywhere than those of 
the young American singers whom I have heard both 
here and abroad. In Italy they seem to be particularly 
successful. America should be very proud of her con- 
tribution to the operatic and concert fields. 

“I much regret not being able to see all of the young 
singers who write to me for help and advice; but it 
really is not possible. But that I would say to them, 
study, work, be patient, and always remember that your 
day will surely come, perhaps sooner than you think. 
So prepare yourselves thoroughly so that when your 
chance comes you will be able to grasp it. 

“A great many singers suffer from the defect called 
throatiness. This results from starting the note in the 
throat. Such method of attack will ruin, in time, the 
most beautiful voice. To have the attack pure and 
perfectly in tune, the throat must be entirely open. It 
is dangerous to try to sing with a tightened, partially 
closed throat. In order to open the throat correctly the 
student must pay particular attention to the jaw. This 
must be absolutely relaxed. It seems to be easier for 
the French and the Spanish people to acquire this relax- 
ation and opening of the throat than for other national- 
ities. I have observed that the American and English 
people have the habit, even in their speech, of enun- 
ciating with the throat and mouth half shut and literally 
talking through their teeth. Sometime, when you are 
speaking rapidly suddenly put your hand-to your jaw, 
you will find that it is quite stiff; that the muscles be- 
neath it, the tongue muscles, are tight and hard; that 
the jaw seldom goes down very far in pronouncing any 
of your English words. 


Drop the Jaw 

“Yet in singing the jaw must go down and back 
just as far as it comfortably can. The jaw is attached 
to the skull right beneath the temples, in front of the 
ears. By placing a finger there and dropping the jaw 
one finds that the space between the skull and jaw 
grows quite perceptibly. In singing, this space must be 
as wide as possible for it aids in opening the back of 
the throat. The beginner 1s often helped by doing this 
as a little relaxing exercise. Then too, the student 
should practice opening the mouth widely, being sure 
to lower the jaw at the back. She should do this many 
times a day without emitting any sound at all just 
to get the feeling of what an open throat is really like. 
Notice how your throat aets and feels when you start 
to yawn, for that sensation is absolutely correct and is 
what you must try to reproduce. Such exercises are as 
easy and simple as they are important and_ beneficial, 
and are most earnestly recommended. 

“To keep the voice fresh one should never sing her 
utmost, no matter how great the temptation. When a 
voice is continually forced it develops a ‘bleating’ tone. 
There is only one way to cure it and that is to first 
have a long period of rest; then upon resuming studies 
to use the ‘closed mouth’ method of practice for another 
long time. This ‘closed mouth’ method of study is ex- 
cellent for some, but actually harmful for others. It 
depends entirely upon the formation of the singer’s 
mouth and throat. For example, a singer who has a 
tendency to close the throat too much should never 
work with’ the mouth closed. ‘Humming’ I think you 
call it. But if one sings naturally with a properly re- 
laxed jaw and is careful to have no tension in any 
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of the muscles, this humming can be very beneficial. 
Some of the European teachers use it exclusively in 
placing a beginner’s voice; and many of the foremost 
artists have recommended it as an aid to vocal agility. 
It assuredly strengthens the breathing muscles and at 
the same time saves the voice. But, I repeat one must 
do it properly. I do not recommend its use to all 
students ; that would be dangerous; but I do suggest that 
the pupil ask his teacher’s opinion; and if that is fav- 
orable, that he do as much as possible of it. 3 
“A student should always know why he is doing 
certain thing how it should be done, and what is to be 
gained by it. So many students swallow everything 
blindly never knowing the why or wherefore of anything 


they do. This is one of the principle reasons why they 
do not progress more rapidly. When in doubt, ask your 
teacher. You are paying for instructfon; and when a 


teacher’s answers are evasive or indefinite you are not, 
as you say, ‘getting your money's worth,’ 

“The Golden Age of Voice is here and one may 
secure wonderful results with the right work and the 
right master.” 


Master Singers on the Art of Tone 
Production 


Tue following short extracts are taken from “Great 
Singers on the Art of Singing” and are directed especi- 
ally toward the particular phase of the art dealing with 
making tones beautifully: - 


Mme.’ Frances Alda 


“Marchesi laid great stress upon the use of the head 
voice. This she illustrated to all her pupils herself, at 
the same time not hesitating to insist that it was impos- 
sible for a male teacher to teach the head voice properly. 
She never let any pupil sing above F on the top line of 
the staff in anything but the head voice. They rarely 
ever touched the highest note with full voice.” 


Pasquale Amato 


"T was drilled at first upon the vowel ‘ah” J hear 
American vocal authorities refer to ‘ah’ as in father, 
That seems to me too flat a sound, one lacking in real 
resonance. The vowel used in my case in Italy and in 
hundreds of other cases I have noted is a slightly 
broader vowel, such as may be found half-way between 
the vowel ‘ah’ as in father, and the ‘aw as in law. 
It is not a dull sound, yet it is not the sound of ‘ah’ in 
father. Perhaps the word ‘doff’ or the first syllable of 
Boston, when properly pronounced, gives the right 
impression,” 

David Bispham 


“The matter of securing vocal flexibility should not 
be postponed too long, but may in many instances be 
taken up in conjunction with the studies in tone pro- 
duction; after the first principles have been learned. 
Thereafter one enters upon the endless and indescrib- 
ably interesting field of securing a repertoire. Only a 
teacher with wide experience and intimacy with the 
best in the vocal literature of the world can correctly 
grade and select pieces suitable to the ever-changing 
needs of the pupil.” 


Dame Clara Butt 


“After all, singing is singing, and I am convinced that 
my master’s idea of just letting the voice grow with 
normal exercise and without excesses in any direction 
was the best way for me. It was certainly better than 
hours and hours of theory, interesting to the student 
of physiology, but often bewildering to the young vo- 
calist, Real singing with real music is immeasurably 
better than ages of conjecture,” 


Giuseppe Campanari 


“The teacher’s responsibility, particularly in the case 
of vocal students, is very great. So very much de- 
pends upon it. A poor teacher can do incalculable 
damage. By poor teachers I refer particularly to those 
who are carried away by idiotic theories and quack 
methods, We learn to sing by singing and not by 
carrying bricks upon our chest or other idiotic antics, 
Consequently I say that it is better to go all through 
life with a natural or ‘green’ voice than to undergo 
the vocal torture that is sometimes .palmed off upon 
the public as voice teaching.” 


Enrico Caruso 


“There is a peculiar thing about Italian. If the student 
who has always studied and sung in English, German or 
French or Russian, attempts to sing in Italian, he is 
really turning a brilliant searchlight upon his own vocal 
ability. If he has any faults which have been con- 


cealed in his singing in his own language, they will be 
discovered at once the moment he commences to study 
in Italian. I do not know whether this is because the 


Italian culture has a higher standard of diction in the’ 


enunciation of the yowel sounds, or whether the sounds 
themselyes are so pure and smooth that they expose 
the deficiencies, but it is nevertheless the case.” 


Mme. Amelita Galli-Curci 

“T worked daily for four years, drilling myself with 
the greatest care in scales, arpeggios and sustained tones. 
The colorature facility I seemed to possess naturally, 
to a certain extent; but I realized that only by hard 
and patient work would it be possible to have all my 
runs, trills, etc., so that they always would be smooth, 
articulate and free—that is, unrestricted—at any time,” 


Mme. Nellie Melba 


“In avoiding strain the pupil must above all things 
learn to sing the upper notes without effort or rather 
strain, While it is desirable that a pupil should prac- 
tice all her notes every day, she should begin with the 
lower notes; then take the middle notes and then the 
so-called upper notes or head notes which are generally 
described as beginning with the F sharp on the top line 
of the treble staff. This line may be regarded as a 
danger line for singers young and old, It is imperative 
that when the soprano sings her head notes, beginning 
with F sharp and upward, they shall proceed very 
softly and entirely without strain as they ascend cannot 
emphasize this too strongly.” : 


The Serious Piano Student’s Ultimate 
Goal 


By Sidney Silber 
Dean of The Sherwood Music School, Chicago. 


me 


Youtu, taken at large, is proverbially care-free, It 
moves in a world of dreams and visions, These dreams 
or visions are called ideals, They serve to spur young 
people on to increasingly higher achievement and aspira- 
tion, Youth glorifies its immediate surroundings and, for 
the most part, is blind or impervious to the sordidness 
of the workaday world. 

Idealism may be both a help or a hindrance to prac- 
tical living. It serves to raise the potentialities; but with 
the accession of ideals comes the added challenge and 
responsibility to make them eventuate in action. Sooner 
or later, each individual must meet the test of prac- 
ticality; he must “bring his wares to market.” This is 
probably the most complicated and vexatious of prob- 
lems. The failure of eminent talents and geniuses may 
be traced to their incapacity or inability to adjust them- 
selves to practical living. Contrary to popular: belief, it 
is only the eminently gifted who have learned the ways 
of the materialistically inclined world, who have suc- 
ceeded in carrying their messages to the largest number. 
The record of successful professional musicians reveals 
the falsity of the widespread notion that the artistic 
temperament and financial ability are incompatible. 

The great object is to urge the young student who 
plans on entering the professional field, either as an 
artist or pedagog, to relate himself to the practical world 
in which he will eventually find himself, He should 
grasp the fact that even the ‘best of teaching is not, in 
itself, a guarantee of financial success, The real import 
and support of his personality are finally dependent upon 
the manner and degree in which he asserts himself and 
expresses his individuality, 


The Teacher’s Real Value 


The able instructor is a repository of traditions, the guar- 
dian of the treasures of the past. The great instructor is 
the one who uses these treasures to reveal the spirit of the 
past and to reyeal the student to himself, thereby enabling 
himself to give his individuality freest sway in interpreting 
the classics. These are problems of practical pedagogy. They 
require great ability and even genius. But withal, the gifted, 
serious student may come forth from these splendid influ- 
ences and find it difficult, if not impossible, to properly co- 
ordinate himself with the problems of practical living, Ob- 
viously, then, the best teaching cannot, in itself, solve the 
problem of reaching the ultimate goal. It is simply a step 
in that direction, It serves to acquaint the student with 
the tools, the subject-matter ; it shows him how the best mas- 
ters did things. Our criterion is the experience of the past. 
Thousands of intelligent law students, for example, sit at 
the feet of learned professors; yet only a few of these ever 
become successful practitioners, 


Learning by Hard Knocks 


It is a trite observation that human beings learn by 
experience. Unfortunately, however, they learn only 
through their own failures and disappointments. 
seems to be something in the make-up of most individ- 
uals which renders them impervious to the defeats and 
failures of others, ; 


There . 


on 
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It is-one thing to develop one’s ability and quite ano 
to.commercialize the same. There is nothing ba 
unworthy in commercializations. There are high id 
even in commerce. Honesty and the desire to give v 
received for services rendered are the very c 
stones of substantial business enterprises of all 
It is true that, in the nature of things, it is impossible 
state precisely in terms of dollars and cents just ho 
much services are worth; but, as with tangible obj 
values are based upon demand and supply. Hence, 
follows that those services of an eminent nature whi 
are most in demand may command the highest fees, { 
the other hand, it is also true that services may he 
yaluable that they become inyaluable. The great surg 
who performs intricate operations, saying the liy: 
rich and poor, may never be paid for his seryices, L 
wise, many of our greatest artists received their ed: 
tion from eminent pedagogs without paying in 
for them, for the simple reason that they had no m 
with which to pay, It would, however, be wro 
conclude that, because an artist or a pedagog of 
commands large fees, he must be the most wort 
among the greatest. What is popular is not alwa 
highest and best, Money’s receityed are not 
moneys earned, 


Practical Idealism 


What I am driving at/is primarily an admonition to : 
velop practical idealism—the only idealism which cont 
the workaday world and of which all serious arudent® ‘ 
stand in need. The “doers” of the world are invariably _ 
tical idealists. The practical. idealist in art, as in busi 
must be interested in the commercialization of hig 
Without commercialization he cannot become a “dot 
which is just another way of saying that he eannot hi 
the greatest success of which he is capable, 
social movement, which eyentuated in the hi 
the greatest number, had its inception in practical 
Not until this practical idealism was commereialized di 
highest fruition take place. t 


Young and serious students of more than averg 
ability should fight to the bitter end every tendency whi 
removes them from the sphere of practical ideali 
Any other mental state spells wastage of time and | 
ergy and unfits theindividual for successful service a 
living, since-it concerns itself only with wishes a 
desires. What the world finally wants is not the w 
individual, but the willing individuals. 


The Crux of the Question 


Briefly stated: 

1, Learn to know yourself, ; 
2, Listen to the precepts of ou superiors, aby. 
3. Profit by the example of the successful “doers.” 
4, Study the problem of practical living. 
5, Make an early start, 


A Look at Your Music Shelf 
By Izane Peck 


Wuat do you see on your music shelves? 
have a select, valuable stock of musical materi 
are you one of the many who possess shelves 
a disheartening array of musical stock which has “¢ 
out of style?” , 

Have your music shelf represent your ideal—s 
works in large forms and small pearls and brillia 
lected for their appearance and value. ; 

Any “to be discarded” stock can be sensibly di 
“Trash” may well be burned. Neighbors’ children 
become interested in music by the gift of a few si 
selected pieces. ‘H 

Poor, worthy students will be glad to have sight 
material given them. If you still find yourself 
surplus stock, a small local in a musical journal 
what you have, might produce sales; or you 
vertise that you will send free music to see 
will pay the postage. 

Twice a year clothiers and haberdashers advert: 
to make room for new stock. The musician m: 
adopt this seasonal “clean-up” idea. : 

Waste nothing good and accumulate no waste. i 


Simplified Reading For Beginner: 
By Sylvia Weinstein 


BEGINNERS who are slow readers will advance 
rapidly if, after assigning the practice material | 
following lesson, advance material of a page or 
also assigned for oral reading, That is, have 
read aloud at each practice period and at his 1 
the name of every note in the advance mate 
errors are more easily corrected than while ple 
this thorough study helps much in developi 
in the pupil. } 

FRIENDS are a necessity for an artist. With 
be he never so good, he fails; with them, h 
least a chance of success.—BrspHAM. 


iano study should have as its ultimate aims the abil- 
© hear as well as to perform with intelligence and 
‘simination. Ags with the cultiyation of other arts, a 
| should liye in a musical atmosphere, should listen 
ntly to musical performances, and should react 
‘them in his interpretation of musical compositions 
thers. A chiid plods through a practice routine dur- 
many months dutifully but dully. Then he is taken 
| piano recital in which a great artist flashes his 
sage to hundreds of spell-bound auditors; and the 
returns home with an inspiration that is worth 
of lessons and that incites him to attack his music 
determined vigor. 

scordingly, as teachers we should urge our pupils to 
ace every opportunity for hearing good music and 
id provide such opportunities for them as far as 
le. If a piano recital is to he given at an available 
and place, form a group of pupils to attend it and 
ge a block of seats so that they may gain the added 
of sympathetic numbers. Preface the recital by a 
ary tall at your studio, in which the composi- 
be performed are explained, Urge the pupils, 
write short critiques of the recital, in which they 
ress their own impressions of the music and the 
er. 

group-attendance may be confined not to piano 
but may profitably extend to orchestral and 
sr concerts, even to oratorios and operas, all of 
will intensify the students’ musical culture and 
ing them into eyer closer communion with the 
irit of the art. 


Studio Musicales 


3roadening as they are, such musical auditions as are 
outlined are far from sufficient for the hungry 
who should have his musical appetite further 
d by the more intimate and less pretentious per- 
nces in the teacher's studio, I believe that, for his 
s well as his pupils’ sake, every piano teacher 
consider it his duty to provide such events in the 
of the musical season. } 

types of studio musicales may be especially sug- 
: (1) the lecture recital, and (2) the mixed cham- 
ital. The first of these is conducted by the teacher 


‘eachers are all too apt, in the rush of fesson-giving, 
lect their own practice and, as a result, to grow 
ly rusty in technic. As a means of removing 
lorable apathy, plan out a definite program or 
programs to play on certain dates. Further- 
it yourself to these dates by announcing them 
‘the pupils, and thus open the door to necessary 


borate piano recital may seem a burdensome 
Quite as interesting, however, and not nearly so 
it in its requirements, is a lecture-recital arranged 
some central idea and demanding a less lengthy and 
t program. Such a program may be made espe- 
attractive if it involves contrasting styles of music. 
for instance, the subject: 

trast belween the Contrapuntal and the Homo- 
chools of Music. 

talk about the characteristics of these schools 
precede the rendition of a short program, cach 
x of which is given a brief explanation as to form, 
, epoch, etc. The following numbers are sug- 
such a program: 

untal : 

_ Handel—Fantasia in C major. 

Bach—Prelude and Fugue in D major, from Vol. 
1 of the Well-tempered Clavichord. 

h Passepied from Fifth English Suite. 


. 
Onic > 


—Impromptu, Op. 142, No. 3. 

Berceuse. 

mann—Grillen, from Op. 12. 

feel obligated, either, to memorize these pieces, 
ess is placed on the epochal character of the 

her than the finish of the performance. : 

subjects that involve interesting compari- 

sily be devised, such as these: 

between the music of Haydn and Debussy. 
s Piano Music compared with that of 

endelssohn compared with that of 
a 


'TUD. , 
How to Give Concerts and Recitals by Pupils 


By CLARENCE G. HAMILTON 


Such recitals as the above may be alternated with what 
may be called the Mixed Chamber Recital. By this is 
meant a recital in which ensemble work is an important 
factor but which may include piano or violin solos, songs, 
and the like. Particularly adapted to this purpose are 
sonatas for piano and violin, of which there is a large and 
varied repertory. A program made up of a classic sonata 
for piano and violin, a group of songs, and a closing 
sonata of modern type is of agreeable length, and may 
easily be prepared, if you are in touch with a ready vio- 
linist. For a number of years I have given, with the 
assistance of a violinist friend, a series of such recitals 
during the summer on Sunday afternoons. The pro- 
grams are never more than an hour Jong—but one sonata 
is given if it is especially lengthy—and each number is 
prefaced by a few remarks, which, in the case of a son- 


ata, include the playing of the chief themes, A typical 
program is as follows; 
1. Violin and Piano: 
Sonata in A Major. .ecsrceevas Peiraninese LLBNOCL 
Andante, Allegro, Adagio, 
we TNiteeretta) ee 
2. Piano Solos; 
Polonaise in C Sharp Minor..,...... ,....Chopin 
Claredée Wie vciss vn? sata Soin ne oo es Debussy 
FEV E MIO! FLIGE Ie eects ate cetceel olsen tyersia sates og neat Liszt 
3. Violin and Piano: 
SON GHE AO) P20 amet eter RR eS Sieycr aera) ove Foote 


Allegro, Siciliano, Adagio, 
Allegro molto. 

The above program is preceded by a social half-hour, 
during which light refreshments are served. I may add 
that the study and rehearsals of such programs have 
given no less pleasure and profit to the performers than 
to the audience ! 

Pupils’ Recitals 

We now tread upon familiar ground, since there are 
few teachers who have not resorted more or less to the 
pupils’ recital. And rightly, too; for by this form of 
teamwork the pupils are enabled to arrive definitely at 
the goal for which they are ostensibly striving, and also 
the teacher has the chance to give public proof of his 
efficiency. 

Let us not, however, be blind to the dangers which are 
incurred on both these points. If a pupil makes a fiasco 
of his public playing, his career may be suddenly blighted 
by the consequent discouragement. Conversely, if a pro- 
gram is a bore or worse to an audience, the teacher scores 
a failure, and is in future avoided hy young aspirants. 

Tt behooves us, therefore, to consider well before em- 
barking on the perilous waters of a pupils’ recital. To 
insure its success, several factors must receive careful 
attention, among which are (1) fitness of the performer, 
(2) proper preparation, (3) favorable conditions, 
(4) adroit management, and (5) an interesting program. 


Fitness of the Performer 

Under this first head must be included not only a pupil’s 
musical talent, but also his ability to rise to the occasion 
when he appears before the public gaze, The soldier may 
be thoroughly drilled, but it is only in the smoke of battle 
that his true mettle can be tested. So a pupil may delight 
the teacher by his faithful work and accurate playing 
during his lessons, and yet go utterly to pieces before an 
audience. 

The value of preliminary skirmishes is therefore un- 
questionable. Arrange from time to time during the teach- 
ing season to give an informal pupils’ musicale. at your 
studio, to which a select number of pupils and friends 
we invited. At this musicale present a short program 
that embodies the regular work of some of the pupils—a 
program that will include not only pieces which they are 
studying, and which are fairly well matured, but also 
variants in the form of exercises, études, and perhaps a 
short essay on some pertinent topic. The numbers of the 
program may be somewhat as follows: 


1. Piano duet 


2. Scale exercises 

3. Etude based on scales 

4, 5. Solo pieces 

6. Duet 

7. Arpeggio exercises 

8. Btude based on arpeggios or broken chords 
9. ape on Schumann’s Style 

10, 11. Pieces by Schumann 

12. Duet 


If you boast of two pianos, these may be utilized in the 
ensemble numbers. Also, instead of one of the duets, that 
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The Last of a Series of Four Interesting Discussions of “Team Work With Pupils” 


crowded combination, a Trio, may be introduced as a 
novelty, 

Such a program as the above may be prepared with 
little or no extra work on the part of either teacher or 
pupils; and its results are illuminating. Millie Jones, who 
has apathetically accepted the lesson routine, makes a de- 
cided hit when inspired by the surrounding auditors; 
while Jessie Blake, a pupil who studied with avidity, 
stumbles fearfully and breaks down in the middle of the 
piece from sheer self-consciousness. 


Proper Preparation 

Not only will the informal recitals test the calibre of 
the pupils in playing before others, but they will also 
bring to their attention in a forcible manner the need 
of thorough preparation. The majority of pupils have 
little or no conception of the minute pains and the meticu- 
lous study with which a real artist precedes his perfor- 
mance. Hearing such an artist play with perfect com- 
posure a difficult piano solo, the pupil expects to do,like- 
wise by a couple of weeks’ desultory practice, not real- 
izing that the artist’s facility and insight have been 
acquired by laborious work upon the piece that perhaps 
has extended over years, 

Accordingly, it is of prime importance to make a pupil 
realize that the preparation of a piece for a public recital 
is serious business. When the enthusiasm is fresh in the 
fall term, it is advisable to give each pupil one or two 
pieces to learn that may eventually be utilized for recital 
purposes. After each of these has been carefully studicd 
and memorized, let it be laid aside for a few weeks, after 
which it may again be studied, with cven more attention 
to the finer points than before. It is now ready to he 
played to friends or at the informal musicales, and should 
hereafter be kept in review until a few lessons before the 
public recital, when the final polishing will take place. 
During this phase the pupil may test his accuracy with 
profit by playing occasionally the right-hand part out 
loud, while the left hand plays on top of the keys, and 
then reversing the process, with the left hand sounding 
the notes while the right hand plays on the keys—in both 
cases from memory. Any flaws in this performance will 
indicate weak points that should be carefully strength- 
ened, 

Favorable Conditions 

It is not sufficient, however, to prepare a pupil per- 
fectly for public performance; he should finally perform 
under the most favorable conditions possible. The hall or 
studio in which the recital is given should be chosen for 
its good acoustics and pleasing aesthetic effect—an effect 
which may be emphasized by tasteful decorations of flow- 
ers or palms. The piano should be the best one procur- 
able and of an elastic, responsive action; and it should be 
placed so that it is well lighted—not too glaringly—and 
so that the pupils may not have the audience in view. 
Finally, the pupil should be adjusted to these surround- 
ings by a real “dress rehearsal” in which he performs his 
part under the exact conditions of the concert, with the 
piano finally located, its lid raised and the stool adjusted 
at precisely the right height. Especially important at 
this rehearsal are the details of his entrance and exit, 
which, if not arranged beforehand, may furnish copious 
cause for nervousness. He should be taught to walk 
casily to the instrument and to avoid hurry in seating 
himself and beginning his piece. After playing, he 
should turn toward the audience in rising, and acknowl- 
edge their plaudits by a bow. I have seen many a young 
aspirant jump up at the conclusion of a piece and scam- 
per off the stage in a way that excited the risibilities of 
the audience. 


Adroit Management 

A public recital, too, involves many little details which 
must be given due attention, if the machinery is to be 
well oiled. The printing and distribution of tickets is 
one of these. Ordinarily an “invitation” recital is advis- 
able, since an affair with paid admission is much more 
open to criticism, while if the auditors come as guests 
the teacher enjoys something of a host’s prestige. Again, 
courteous and efficient ushers, attractive programs, 
promptness in beginning and absence of delays during 
the performance, all contribute toward the good-will and 
enjoyment of the audience. Every detail of this sort 
should be previously made note of and given the personal 
supervision of the teacher. 


An Interesting Program 
Last, but not least, is the program itself, for the suc- 
cess of a pupils’ recital is often made or marred by the 
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mere. arrangement of its numbers. And here the most 
flagrant folly committed by the teacher is in compiling 
a program of inordinate length and thus wearing the 
patience of the audience to extinction. Mary and Maud 
and Johnny and James must all be gotten on somehow, 
regardless of consequences; and thus the good numbers 
are spoiled by the feeble attempts which precede and 
follow them. If there are too many geniuses (?) for 
a single recital, have two programs instead of but one! 
Better still, however, eliminate the shaky pupils by ‘the 
informal musicales, and present in a public concert only 
those who are likely to give real pleasure. Nothing can 
enhance a teacher’s reputation more decidedly than a 
pleased and gratified audience, and nothing can con- 
tribute more toward this result than brevity of pro- 
gram. If we can only make the auditors complain of 
the shortness of the recital, indeed, the case is won! 

Again, in arranging numbers, 
proper to begin with the least interesting pieces, and to 
leave the finest for the last. Nothing is more fallacious ; 
for it is at the opening of the program that the audience 
is to be won or lost, and a series of mediocre attempts 
may induce a state of lethargy in the hearers from which 
it will be well-nigh impossible to arouse them. Begin, 
then, with several attractive and well-played pieces, and 
so incite a confidence which will carry the hearers over 
the daller spots to the brilliant and rhythmic pieces with 
which the recital should close. 

Clever, indeed, were the classic sonata writers, who 
presented first the intellectual movement, complex and 
architectural in form; second, the soulful movement, 
profound and emotional, and, third, the dance movement 
with its rhythmic vitality. Here is a suggestion for 
program making, with its constant change in emotional 


it is often considered | 


stimuli and its progression from lofty thought to physi- 
cal delight. Let us bear this principle in mind as a 
recipe for alternating moods and styles in our pupils’ 
recital. 


Source of Variety 

Variety, again, may be attained by the introduction of 
novel features. If you have conducted quartet classes, 
these may be utilized in occasional numbers. If not, a 
few duets may be interpolated. Perhaps a singer or 
violinist may break up the monotony of pure piano play- 
ing, although one should take care lest professional 
talent belittle the work of the pupils themselves. 

Such a public recital, performed by well-tried and 
reliable pupils, conducted with alertness and finish of 
detail, with a brief and cleverly arranged program, 
should redound to the credit of both teacher and pupils. 
Notwithstanding the trouble and anxiety involved in the 
preparation of the recital, too, the teacher yet feels well 
repaid by the consciousness that he has achieved another 
mile-stone on the road to success in his profession, 

In this and preceding papers an endeavor has beeh 
made to show ways in which teamwork may help to 
create that musical atmosphere and enthusiasm which 
is so necessary an adjunct of music study. There are 
evident restrictions to the work of each individual 
teacher. There are, however, just as evident, oppor- 
tunities, if one is clever enough to grasp them. Let us 


regard teaching not simply as a financial proposition, but . 


rather as a means of spreading the gospel of music as 
far as these opportunities will permit, and let us, there- 
fore, consider well the possible phases of teamwork 
with pupils as an important means of realizing our 
musical ideals. 


e 


Practical Points on Accent and Non-accent 


By Eugene F. Marks 


Loup, soft; loud, soft; gleefully sang the children 
in the classes of the primary grade of the~public school; 
never realizing that they were unconsciously absorbing 
the rhythmic principle of accent and unaccent, that great 
underlying foundation of music, without which the 
simplest and shortest music does not exist. Loud, soft; 
accent, unaccent: how incessantly this principle of pro- 
portion or balance (thesis and antithesis) permeates the 
structure of music. 

Two tones: one receives an accent, the other is non- 
accent. Two measures: one accented, the other un- 
accented. Two phrases: two sentences; two movements ; 
of each, one is emphasized, the other not. Two tones, 
the simplest form of the motive; which of the two tones 
receives the accent? Let us take the dominant (fifth 
tone in the scale) of the same key as the other, thus 
giving us the ordinary full cadence. If we place the 
dominant on the accent, the note appearing immediately 
after the bar (which always denotes the strong beat 
of a measure) in written music, and the tonic upon the 
non-accent of the measure, we will find upon sounding 
the two notes successively that a feeling of finality is 
lacking. As music is unuttered poetry we must be gov- 
erned by the feeling of the poetic rhythm, just as we 
are affected by the feet and cadences in verse. How- 
ever, if we place the dominant upon the unaccented (pre- 
ceding the bar) portion of a measure and the tonic upon 
the accent, our feeling for finality is satisfied. From 
which fact we deduce an important principle, viz; a 
non-accent belongs to the following accent (of course 
there exist exceptions, as in a delayed or feminine 
ending). 

Two measures. Which one receives the accent? It 
is. more difficult to determine which of two consecutive 
measures receives the accent than it is to decide between 
two tones, because the measures contain many tones. 
If we examine an eight-measure movement of almost 
any piece of music, we will discover regular recurrence 
of cadences (the equivalent of a line in poetry). 
The measure in which a cadence occurs is an accented 
measure, and it is only necessary to count back from 
this measure, considering every alternate measure an 
accented one until we reach the beginning of the phrase. 
Here again we find in a majority of pieces in popular 
form that the unaccented measure belongs to the fol- 
lowing accented one. A student is apt to, think accord- 
ing to this deduction in regard to measures, that every 
other measure is an accented one. However, this is 
not true. Examine the Valse, Opus 34, No.1, by Chopin. 
We.find that for eight measures the procedure is in 
the regular rhythm of measures as unaccented, accented ; 
but, the ninth measure proves to be an accented one 
as well as the eighth. Notice how Chopin has denoted 


this by giving instruction for crescendo at this point 
and that the crux of the increase in volume is reached: 
in the eleventh measure, an accented measure. According 
to this enumeration the seventeenth measure becomes 
an accented one. However, the composer evidently 
has assumed it to be an unaccented measure of the ‘fol- 
lowing movement. In the Qui Tollis, Mozart’s Twelfth 
Mass, we discover other excellent examples of two ac- 
cented and two unaccented measures in succession. It 
is very clear in this number that the larger portion 
(the second and third beats) of the sixteenth measure, 
which is an accented measure, has been conceived as be- 
ing unaccented, and the seventeenth measure thereby 
proves to be an accented one. This is equalized, how- 
ever, before we reach the fortieth measure by the 
thirty-eighth and thirty-ninth measures both being un- 
accented successive measures by the method of elon- 
gation. 

Two phrases, forming a sentence, which of the two 
phrases is the accented phrase? Comparing the’ two 
phrases (ordinarily two measures each) we cannot’ but 
obserye how much stronger the ending of the second 
phrase is than that of the first. Selecting several pieces 
for examination, notice how frequently this second phrase 
ends with the cadence upon the dominant or tonic, the two 
strongest tones in the scale; consequently, the second 
phrase becomes more powerful than the first and is 
designated as the accented phrase. Play one of these 
first phrases and note how incomplete a single phrase 
sounds. It calls for the responsive feeling of the second 
phrase. The second phrase in a necessity. 

Two sentences, usually’ consisting of four measures 
each, form a period or movement. Again we find the 
second sentence the predominating one. Observe how 
composers revel in modulations and extensions in this 
portion of the period and how it gives a feeling of 
finality by a full cadence. 

Let us now examine two movements. We will us- 
ually find that the second movement is heavier than 
the first, abounding in modulations of related keys and 
nearly always holding the dramatic climax. A splendid 
example for contrasting the first with the second move- 
ment and exhibiting the stronger (accented) element 
in the second period is Grieg’s To Spring, Op. 43, No. 
6, which is easily accessible to the majority of students. 
_ Loud, soft, sing the children in the class-room; pos- 
sibly it would be better to sing soft, loud, and thus 
early instil into their minds the natural order, umaccent 
followed by the accent. Inherent in the structure of 
our music is this principle of unaccent-accent, always 
moving onward with this feeling of the inseparable two 
(or the multiple of two), which produces for us the 
Form in Music, a most powerful agent for elevation. 


THE Bi 
Musical Sight Reading 


An Imaginative Aspect — 


By C. E, Ward 


Wuy is it that sight-reading in music is app 
by most young students with such trepidation? T 
the chief reason is that it is not considered fr 
right point of view. 

Let us ask ourselves, “What is meant by sig! 
ing?” Literally speaking, it means acquiring knoy 
of, or discovering the character of any piece of 
through the use of our sense of sight; so natur 
better trained this sense is, the more fluent will 
expression of the knowledge thus gained. 

But the eye does not work alone; it conveys ins 
taneous impressions to all the other senses which c 
into use during the performance, and these then ac 
conjunction with it. a 

To anyone with an imaginative and adver Hun 
inclination, musical sight-reading should be a sow 
keen pleasure, as it keeps opening up new vistas of 
experiences. Allowing that we have reached an ay 
degree of proficiency, and that we are just ab 
explore the realms of a musical work we have 
seen nor heard before, does not this stir the spiri 
adventure which takes us into unknown lands, ona 
us to investigate mysteries ? F 

Let. us shut ourselves in, with the music alon 
absorb our attention, and give no thought to am 
else for the time being. Our imagination beings 
All possess this faculty; but not all to the same d 
They who have it in the largest measure get the gre 
pleasure out of life. So, on that eccount alone — 
worth the cultivating... ia 

We will presume that a piano work is under con 
tion, First of’ all tet us take a general survey 
whole piece, scanning it quickly to get an idea of 
design as applied to technical execution, and als 
aural effect it produces, noticing if the key si 
changes at all. 

This is a bird’s-eye view of he bit of ee 
about to explore. Can anyone do this with true c 
tration of mind and not feel some stir of the imaging 
emotion which betrays itself by conceived ideas of 
we think we shall find in the music when we go 
it carefully in detail? Now let us descend to 
level and proceed with the performance of the 
using all the faculties we think will be of 
us. We can now only see a short distance aheac 
bar or two—but our previous conception should dl 
greatly, inasmuch as we shall be partly prepared for \ 
we shall come across. If we keep our intere 
awake, we shall discover many new beauties whi 
unseen and undreamed of when we took our, bi 
view first of all. One of the greatest aids to suc 
reading is a good memory. It enables us inst 
reproduce on the piano whatever we recognize as 
seen before and previously executed in practice. — 

When we arrive at the end of the piece we sha 
ably feel that we have not quite grasped the w 
and shall think, perhaps, we have missed som 
interest which may have been obscured by more 
ing influences; just as a beautiful flower on the 
a hill might easily escape notice if we are 
towards a glorious sunset sky. 

There is no reason why we should not repeat 
excursion. We remember certain dominating 
which have probably impressed themselves upon 
we can proceed with more certainty this time a1 
more attention to hidden beauties. We may do 
number of times and still find something und 
before. 

The true test of sight-reading is, of course, xis 
of interpretation we can put into our first re 
this depends mostly on our training and degree of. 
feeling. Essential faculties to cultivate during 
are—correct observation of musical notation, 
concentration of mind on the work in hand, 
achieve the best results, keenness of ear for 
sounds, imagination, all technical training as - 
best interpretation, and patience for all ihinees i 


The Joseph Lhevinne series of lesson ar 
“The Basic Principles of Pianoforte Playi 
worth many times the subscription cost of Tm 
to thousands of piano students. The ee. 
October (Fortieth Anniversary Issue) and 4 
at least six months. 


A CHINAMAN, with no knowledge whatever of the 
lish language, wanted to learn to use the typewriter, 
he acquired a perfect command of its mechanism until 
ould write any kind or group of letters, capitals or 
ll, without looking at his hands, with. the greatest 
ocity. However, he still remained ignorant of the 
f of the grammar, of the syntax, in a word, of 
c Bveuage. 
Fingers Sans Brains 
is preposterous, yet this is the way a tremendous 
ber of people, in this country especially, study the 
9. They start without any knowledge of musical 
. They are taught one of the various methods 
ting their fingers on the keyboard, to strike the 
They may learn approximately how to read mu- 
mut the fingers remain the essential. 
hey go on that way for years. When they do not 
progress they generally blame the teacher, and go 
nother. Still unsatisfied, they change again. Then 
ips a master settles in the city. They go to him, 
1 the firm belief that he is the man who will give 
talent. They practice a piece, say a Fugue from 
ell Tempered Clavichord, for three or four weeks. 
learn the notes. When there are too many of them 
y put on the brakes and go more slowly. They re- 
t, day by day, in the same way, and when the teacher 
sick of the mistreatment of said Fugue, he gives 
| another piece. So it goes on for years. 
not think that this is an exaggeration or a jest. 
‘a fact. It is not the rule, but an immense majority 
ple study music in that way. And I ask myself 
ey study it at all, when we have mechanical in- 
ts, pianolas and victrolas, which, without prac- 
oss of time or energy, play the same things in- 
better, with greater accuracy. In Europe it is 
understood that before studying the mechanical part 
instrument, a good preliminary knowledge of the 
- language is necessary. Certainly no well-in- 
ed parents in America would ever have the foolish 
having their children learn to typewrite before 
1ew what to typewrite. How is it. then that such 
cal, businesslike people make such a mistake with 
sical education of their families? 


The Wrong Road 
point would not be so emphasized were it not that 
seen, every day for the seven years that I have 
ere, the disastrous results of this method, or bet- 
of method. It is not only with the study of 
‘trument that it has been noticed. During my first 
here, a great number of so-called advanced stu- 
s (a few of them even teachers ) came to me with 
ssire to study ‘ ‘modern” music or “instrumentation.” 
dent had generally written a little piece for the 
at he wanted to transform into a string quartet 
hestral work. In the greater majority of cases 
as only the poorest elementary training. A few 
ied some harmony from books, very little 
erpoint, practically no form. The majority had no 
ow to analyze properly a Bach Invention or a 
mata, Rarely could they write away from the 
nd when a few notes from a diatonic C major 
were played, they generally had the greatest diffi- 
n discriminating among sounds, 


, Early Neglect — 

He more than two years of constant observation 
7 aj larger scale here at the Cleveland Institute 
has convinced me of the sad truth that. ele- 
y ~ ical education is, on the whole, terribly neg- 
Of course there have been exceptions; but it 
1 a hard task to convince parents and students 
solute necessity of studying what is very im- 
called theory, as soon as possible (not at the 
sixteen or twenty) and, if possible, before the 
f an instrument. This is the only way, and a 
t will save time, money and energy, and lead to 

better results later. 

generally true that the greatest part of a lesson 
teacher to a musically unprepared person is 
) correcting mistakes of notes, rhythm, musical 
nd to explaining elementary things about 
and phrasing. If all such observations are 
the ones directly connected with the technic 
—the fingers, touch, pedal and so on— 
1 a hash that very few pupils, going home, 
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By ERNEST BLOCH 


Director of the Cleveland Institute of Music 


Biographical 


Ernest Bloch, born at Geneva, Switzerland, July 24, 
1880, is a pupil of Jaques Dalcrose, Ysaye and Ivan 
Knorr. As a composer, conductor and lecturer, his work 
has attracted the widest and most enthusiastic recogni- 
tion. His “Symphony in C Sharp Minor” is regarded 
as one of the finest of modern works of its type. His 
developments of Jewish themes in symphonic and operatic 
form have been regarded as epoch-making. 


will be able to remember everything, and practice cor- 
rectly. Apart from the fact that such an instrumental 
lesson represents so much time lost, the unmethodical 
process of it will strike any one with sound judgment. 
Here is an example. A few days ago a group of 
pupils were examined who had studied for many years 
and who were absolutely unable to play correctly, mu- 
sically, a very simple sentence. They never had studied 
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the elementals. On the contrary, a little girl of eight, 
who had her second piano lesson, but who had had one 
year of musical training before, could play a very simple 
melody with accuracy, musicality and already some ex- 
pression. In the first case the students were poor un- 
adapted mechanics—the Chinaman at the typewriter— 
working with their fingers, led by their fingers, with no 
idea of what they wanted or of what they were doing. 
In the second case there was a directing brain which 
had grasped first the significance of the music to be ren- 
dered. There was a’ will to execute; there was a control 
over the fingers to compel them to obey and to be the 
humble servants of the will. 

Everyone who thinks for himself will understand such 
a simplé and logical proposition. Why do people study 
an instrument, if not to interpret intelligently a given 
work of art? But before interpreting it, they have to 
understand it, to grasp its full meaning. Only when they 
know exactly the significance of such a work, and when 
they know exactly their personal reaction towards it, 
will they be able to revive it, to give life to the dead 
signs which are on the page. The first problem is how 
to conceive it, and only then how to play it. If there 
is not a prior conception, no mechanical technic, be it as 
perfect as possible, can give a satisfactory rendition. 
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Securing the Best Results from Piano Study 


This is true for the highest works in the literature, a 
Beethoven Concerto, The Chromatic Fantasie of Bach, 
or a small piece, an étude, or even an exercise. But let 
us take this last example of an exercise. It is not re- 
peating it blindly, mechanically, unmusically, that will 
help in any way. To be helpful it has to lead some- 
where, it must have a higher aim, it must be, as far as 
possible, artistic and musical. And to be artistic and 
musical it needs to have life, rhythm, accent. As humble 
as it is, it has some kind of embryonic music in it, for 
it is made up of sound and rhythm. Therefore the ne- 
cessity for the student to know the principles, the laws, 
that govern sound and rhythm. 


Avoid Dead Rules 

These are precisely what ought to be taught to chil- 
dren as early as possible; not in a theoretical way, not 
as dead rules, which they later cannot connect with 
their work, but in an essentially practical manner, as a 
part of life as well as of music. They have to experi- 
ment and to feel about a downbeat and an upbeat. They 
can learn it by playing, by using their feet and hands 
and voices. In such a way they will learn and incor- 
porate in themselves the feelings for measure and 
rhythm. The same work of course has to be done in 
the world of sound—by Ear Training. Early conjune- 
tion of rhythm and sound, if properly done, is already 
form. Small sentences can be written, composed, trans- 
formed, with very few notes and very simple elements.* 
As soon as possible, and it can be done very early, folk- 
songs and simple works of the masters, even fragments 
of symphonies, should be analyzed, from the viewpoint 
of measure, rhythm, accents, key, melody and form. 
This is already higher work. It leads to interpretation. 
Serious study for one or two years, along these lines, 
will tremendously help the further study of the instru- 
ment. It is the best introduction to higher harmony, 
counterpoint and form. It is already harmony, counter- 
point and form. 

Suppose now that the student has received the proper 
musical training, as outlined above, and wants to secure 
the best results from his piano study. He will never 
go to his instrument blindly, and practice mechanically, 
by mere repetition. (If one practices badly, the more 
one repeats, the worse one plays.) He will first of all 
think of what he is going to do. He will have a clear 
idea before him of the significance and the aim of the 
chosen exercise. He will know on what note the accent 
will fall. He will play it musically, in different keys; 
he may modify the rhythm, put the accent alternately 
on different notes, to prove to himself that he is the 
master of each one of his fingers and that they will obey 
his will. 

Put Meaning in Simple Exercises 

Practiced in such a way the simplest exercise may 
acquire the highest meaning. In dealing with scales and 
arpeggios he will act in the same way. If a higher 
work is to be played, or even a simple piece of music, 
he will analyze it first, which means, before all, ob- 
servation, discrimination, deduction. He will try to 
grasp its shape, its rhythm, its key, melody, nuances. It 
will be excellent for him to sing it, to get accustomed to 
the melody, its expression. In brief, he will find what 
the interpretation ought to be. When the conception 
is perfectly clear in his brain, the fingers, being led by 
a higher will, will undoubtedly obey and be drilled in 
half the time. And instead of an incorrect, arbitrary, 
impersonal, half-dead performance, there will be under- 
standing, life and musicality in his playing. The China- 
man will have learned a perfect command of the lan- 
guage and will be able to convey his message through 
his typewriter. 


Music must be as a noble river; though small and 
unobserved at its source, winding at first along its 
tortuous way through opposing obstacles, yet ever 
broadening and deepening, fed by countless streams on , 
either hand till it rolls onward in a mighty sweep, at 
once a glory and blessing to the earth. 

—Sternen A. Emory. 


*Notr.—For those who are interested I have developed 
this subject more fully in another connection—‘*A School 
in Action,” published by E. P. Dutton. An interesting 
article on this matter also appeared in a recent issue of 
Musical America— ‘Making the Blackbirds Sing,” by LiL 
lian Rogers, Dec. 23, 1922, 
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New Aspects of Gypsy Music 


How old are the Gypsies? That will always be a 
matter of dispute. Scientists have sometimes claimed 
that they are remnants of some lost Indian tribe. The 
Romany language can be traced at times to certain San- 
skrit roots. In Switzerland and. Holland they are known 
as Pagans; in Denmark and Sweden they are called 
Tartars; while the Hungarians call them Cigany; the 
Germans, Zigeuner, and the Italians, Zingari. 

There are said to be some three-quarters of a million 
of these strange, nomadic folk in Europe. The largest 
number are reported to be in Roumania. Notorious, 
often no doubt unjustly so, for their thieving and their 
lack of cleanliness, they are unquestionably distinguished 
for their musical talents which are extraordinary. An 
English musical tourist, C. aBecket Williams, writing in 

’ The Musical Times of London, recounts some highly in- 
teresting things about a recent visit to Gypsyland. 

“During a recent stay at Budapest I made it my busi- 
ness to learn as much as I could about the celebrated 
gypsy musicians and their art. I do not confess to a 
profound knowledge of my subject, but I feel sure that 
what I did learn will interest the many for whom the 
words ‘gypsy’ and ‘Hungarian’ have a romantic signifi- 
cance. My authorities were all men of the highest edu- 
cation, and were also born Hungarians; and so my 
information must not be dismissed as the sort of fairy- 
tales that are so often told to foreigners. 


Natural Musicians 

“First, then, as regards the gypsies themselves. They 
form about one-fifth of the population of Buda—and the 
erudite reader will recollect that Budapest consists of 
two towns of which Buda is the older. The gypsies are 
of small stature and not, generally speaking, half so 
dark-skinned as they are imagined to be. They seem 
to be as notorious for thieving as their English brethren. 
But for some reason, that seems never sufficiently to have 
been explained, they are almost to a man natural musi- 
cians. At the age of five the little boys learn to play 
the violin by ear and begin to accumulate that immense 
stock of traditional music which can hardly be described 
as national, yet is so typical of their race. They set 
great store by their gifts for music, apart from utilitarian 
reasons; and a famous gypsy violinist will hand down 
his first name to several generations, who are proud to 
bear it. 

“Nevertheless they are as lazy in their music as in 
other pursuits and will never bother to learn the technic 
of their instruments properly or even to learn the notes. 
And this has a curious effect on their ensemble. The 
reader can no doubt easily sing a counterpoint or ‘second’ 
to a tune he knows; and with two people it is certainly 
not difficult. But add a third person and the thing is not 
so easy. First of all, which of the three will sing the 
inner part? Even when this is decided, an inner part 
is much more difficult than a bass. Imagine then what 
happens when, of the four members of the string quartet, 
three are improvising. Each wishes to make his part 
interesting, and the result is a curious thickness of tex- 
ture which is very noticeable. (In listening to the music 
of Barték and Kodaly we remark a rather similar thing 
—no doubt they have been influenced unconsciously by 
the Zigeuner.) 


The Cymbal 

“The gypsy bands which play in the cabarets and 
restaurants are variously composed of the many J have 
heard personally. The string quartet forms the nucleus. 
A double-bass is often added, and also a clarinet which 
plays always in unison with the first violin, even in the 
quietest passages. Then there are almost always one 
or even two instruments which are a cross between a 
zither and a xylophone—instruments which may be suffi- 
ciently described as grand pianofortes with no keyboard 
“and a reduced compass. The performer has a hammer in 
each hand and plays a sort of arpeggio figure (d@ la 
Brinley Richards & Co.) with surprising celerity and 
facility. A full band thus sounds rather sodden and 
unwieldy owing, as I said above, to the texture, and par- 
ticularly to the heavy bass. 

“The music performed consists of folk-song and dance. 
Some of the tunes are pretty well-known to English 
people through the arrangements by Liszt and Brahms. 
As in all folk-music, only the extreme emotions—melan- 
choly and joy—are portrayed. Many of the songs will 
not bear translation; and the dances partake very much 
of the Slav character, with their passionate whirlings and 
stamping of feet. 

“T fear I may have to destroy one of my country- 
men’s illusions regarding the wonderful individual play- 
ing of these people. I have heard at Budapest the play- 
ing of the gypsy who has most repute, and his technic 
was muddy and his tone particularly thin and spiky. 
-The bands certainly play with great dash and go, very 


like the Southern Syncopated Orchestra; but their sen- 
timentality and over-exaggeration are painful. No one 
admires temperament more than I do, but this is too 
much of a good thing. To show that these gypsies do 
not really care what type of music they play, so long 
as it possesses a tune of sorts, I can adduce that they 
have taken to ‘jazz’ as a duck to water. The reader may 
say that this is only because, to get their living, they 
have to play to the international type of adventurer; but 
I have found this fondness for jazz in the most obscure 
cabarets. The same with their dances. One hardly ever 
sees the Czardas danced now; it is the latest form of 
the shimmy, and the newest type of ballroom dance. 

“One more word about the folk-music. It is of a very 
original type. It is not strictly sentimental like the 
German, or fresh and jolly like the English and Basque, 
or vaguely disquieting and awkward like the Scandina- 
vian. It is rather languorous, passionate, with more than 
a hint of cruelty. This, I fancy, is apparent even in the 
decorous settings which are known to us, and is still 
more noticeable at Budapest. 

“Tn conclusion, the mistake must not be made of mixing 
up the Hungarians and the Gypsies. The former struck 
me as rather more stolid than otherwise. They speak 
their language very slowly, so that even I, who have 
no gift of tongues, could converse with the aid of an 
invigorating phrase-book.” 


Seize Your Opportunity 


By Mae-Aileen Erb 


A Hare scoffed at a tortoise for the slowness of his 
pace, and at the suggestion of the latter, agreed to run a 
race with him. The hare was so sure of her ability to 
win that she treated the matter lightly and indulged in 
a nap beforehand; but the slow, steady tortoise plodded 
on, and when the hare awoke, she found that he had won 
the race. 

In our musical life are countless hares and tortoises. 
The tortoises—bless their persevering hearts—we can 
usually rely upon “getting there” sometime; but as to 
the hares, some do, while the majority never arrive at all. 
Failure on the part of the hares is far more of a dis- 
credit and a disgrace to themselves than it would be for 
a tortoise to lose after having made a plucky effort to 
win, 

Many students possess talent which, were it combined 
with certain essential qualities of the mind, would lead 
them to the very heights of success, yet through lack 
of these, they never rise above mediocrity. Instead of 
having a powerful, dynamic force within themselves to 
drive them on to the attainment of a definite goal, they 
are satisfied to glide along in an easy, matter-of-fact 
way. They are like an engine without steam, or like a 
ship without a rudder. Here is a list of words which 
everyone should read and ponder : 


Indifferent Ambitious 
Superficial Persevering 

Lazy Thorough 

Erratic Tireless in Effort \ 


Students of music, wake up! Take an inventory of 
yourself. Check off the above qualities and see on which 
side you belong. Are you confident that you are utiliz- 
ing your capabilities to their utmost? Even if you do 
not intend to specialize in the subject, have foresight 
enough to become as highly proficient as is possible in 
the time you are able to devote to it. Anything worth 
doing at all, is worth doing well. Your parents are 
spending a certain amount yearly on your musical educa- 
tion. Is it capital well invested? Are you squandering 
the money or are you making it pay ever-increasing divi- 
dends of benefit and pleasure? 

When about twelve years of age, I read an account 
of a famous grand opera star, who was talented and 
brilliant, but—the writer laid much stress on this—she 
was also an indefatigable worker. Her phenomenal suc- 
cess was attributed largely to this latter fact. I have 
always been thankful to the writer for using just that 
phrase—“indefatigable worker.” It has since been my 
standard of measurement for myself. Often when I am 
striving to achieve along certain lines, I stop and ques- 
tion, “Am I indefatigable enough in my endeavor?” 
And then I try again. 

Music students, who long for success, are you indefati- 
gable workers? : 


THE sensuous influence over the hearer is often mis- 
taken for the aim and end of all music—MacDowet. 


THERE is nothing worse for a singer than not to 
sing.—S1r ALEXANDER MACKENZIE. 


ee 
te 


Grasping by Wholes 


By S. M. C. 


How pitiful to meet pupils who, after several years of 
instruction in music, cannot read a simple chord thag 
they have played hacdieos of times without spell 
out painfully, note by note. A scale to them is a m 
succession of sounds with no definite tonality, and 
entirely beyond their ability to grasp it as a whole 
play it as a unit. Melodic sequences are to them Chines¢ 
puzzles; and even when one hag called attention to thé 
fact that they are similar in construction, they make 
unsuccessful attempt to play them intelligently. So mu 
is certain, they either lack the first essentials of musi : 
ship, or their early training was defective. 

To put such pupils on the right track (if this is pos 
ble) they should be: (a) thoroughly drilled in all th 
scales and arpeggios, major and minor. x 3 

(b) Much attention should be paid to phrasing am 
reading music by motives and phrases instead of ind 
ual notes. Arpeggios may, for the sake of practice 
grouped together as chords, and vice versa. Atte 
should also be called to passing notes and changing n 
which, when eliminated, often reveal the Beth a of 
familiar arpeggio. 

(c) They should ian the cadences in all ee twe 
major and minor keys, and be taught by frequent qu 
tioning to gain facility in recognizing major, mi 
diminished and augmented chords, not omitting a sp 
drill on the dominant-seventh chord. The chord of | 
diminished seventh is a stumbling block to many pup 
because the teacher has never taken the trouble to ex 
plain that, although there are many different notation 
there are only three possible combinations of this cho 
the others being mere repetitions of the same tones. | 

.(d) Pupils should learn to analyze music, not 
from a melodic, but, also from a harmonic standp 
To enable'them to do this, a knowledge of at least 
mentary harmony~is a prime requisite, while fami 
with the-rules of melody writing will prove most h 


Speeding Up! 


By Mary T. Folta 


YOUNG pianists are usually impressed by the fast p 
ing of the artist. They are amazed, and sometimes 
clude that the artist is possessed of some divine pc 
or quality. Whatever the difficulty, he is at ease, at ay 
speed. 

Yet, even the young musician may acquire the 
of the artist. It is a matter of knowing how. Kno 
how, combined with persistent and regular practice, Wi 
bring about the ideal. 

Speed in playing is a gradual acquisition, some 
almost imperceptible. Like any other ats eine 
accomplished by systematic effort. 

Suppose you are studying the Scale of C. 
your speed? Is it four notes to the beat, with the 
nome at 160 or at 80? It may even be considerably 
Whatever your present speed, if you can play the s 
smoothly and evenly, good! my 

Now increase the speed of the metronome ten to 
teen beats. The chances: are that your playing wil 
uneven, because certain notes do not “come out’ 
correct this, take a few notes at a time. Take five 
four to one beat, and the fifth.for the accent of 
next group. Begin by playing one note to each t 
the metronome, then two, then four. If there i 
weakness, say with the fourth finger, or difficulty in 
ing the thumb under, take those notes separately an 
slowly till the trouble is conquered. Do this wi 
difficulty which arises. When everything is going 
factorily, move the regulator of the metronome t 
next speed notch, and so proceed till you have r 
the desired movement. , 

It is one thing to play fast when alone, and anol 
when before an audience. Before a filled room sé} 
consciousness is so apt to get into control. Never 
tempt your maximum speed in public. If you can p 
your piece at M.M.=144, keep it at the more prud 
pace of M.M.=136, You may thus retain self-co 
avoid excitement and nervousness and draw upon 
reserve. If you attempt it at M.M.=144, you ha 
reserve upon which to draw, and the least slip is, 

Keep a daily record of your speed progress. Eac 
add either to your rate of movement or to the st: 
playing something at the former speed. Persistet 
this will finally carry you to the goal. ae 


Axx fingerings should be such as to make the com- 
Osition easiest to play musically. As far as possible, 
l strained stretches of the fingers or awkward move- 
nents of the hands should be eliminated. In studies 
“may be legitimate to use, sometimes, purposely un- 
mfortable fingerings, provided it is done in a way to 
elop the fingers and to make them more agile for 
ther needs. But, in a “piece,” only the easiest possible 
d most natural or serviceable positions of the hands and 
gers should be called into use. The mind should be re- 
ved in this line, in order that it may give its best 
ights to the interpretatiqn of the selection. 
) dinarily, the fingers will fall on notes which they 
wild touch in playing the diatonic scale or the regular 
eggios of the key in which the piece happens to be 
en. Were this always true, fingering might easily 
duced to an exact formula and pianists of all grades 
proficiency would be saved an immense deal of trouble. 
differing forms of hands and other considerations 
make a deviation advisable. 
hen undertaking a passage which departs from the 
lation scale and arpeggio fingering, study it care- 
for the reason of this divergence. Then go over it, 
ligently working over the fingering to find if the one 
‘ked is the very best for your hand. Evidently the 
t must be master of the scales and arpeggios to do 
Otherwise, he would be in no position to pass 
ment on a matter so important, and he should go to 
ae who can help him with authority. 


a Make a Fingering 

9 not be afraid to change the fingering of a published 
n. Ordinarily, these fingerings are best followed; 
they were worked out by a specialist who made a 
ul study of the passages and adopted the fingering 
h seemed generally best. But hands are widely 
rent. The fingering that would be very facile for 
ditor may be very awkward for another, regardless 
Et e completeness of his training. The editor may have 
ud a hand adapted to great stretches between the fingers 
) that he unconsciously introduced positions next to 
‘Apossible for the one not so favored. | 
e shall now study a few specific ‘cases, not from 


compositions well within the grasp of the student 
oderate talent and advancement in study. And these 
7 may serve as guides to help the thoughtful one to 
a way out of other perplexities. 

rs instance comes to mind, in the close of Chaminade’s 
nially popular Aiaitener. As usually printed, the 


id young players almost invariably stumble in trying to 
it. A slight change in the fingering, and we have this: 


ghost is “laid.” The trouble seems to be in that 
itst fingering requires a shifting from one hand to 
er at a weak point in the rhythm—in the midst of 
t—which is almost sure to disturb the accents. 
n very dextrous performers realize that it requires 
all amount of skill and care to shift from one 
© the other in a rapidly running passage, to do it 
e middle of a beat, and to do it so smoothly as not to 
nd the trained ear. In Example 2 the change of 
s on the regular beat eliminates this awkwardness. 
following .example from Wittman’s May Has 
illustrates another type of trap—and all because 
given markings require a hand with exceptional 
h of fingers. Observe Example 3 (a). 


De fingering as in Example 3 (b), with the 


s possible only to the finished player, but mostly’ 


‘under on the E-flat, and the passage is 


elegantly done by any hand that can span the octave. 
Let the hand glide well up on the keys, till the fingers 
playing white ones are well up among the black ones, 
and the thumb goes under to the E-flat very easily. 
And why hesitate to bring the thumb on any black key 
when so doing is an advantage in the playing? 

Yes, change the fingering whenever something has 
been discovered which really facilitates the execution. 
But, when a fingering has been selected, stick to it at 
all times. Nothing lends more to failure than a constant 
shifting of fingerings. Of course it is possible that, even 
after long study, one many happen on a better fingering 
than has been previously known; in which case that 
should be adopted and carefully rehearsed till it becomes 
the habitual one. 


A Simple Little Trick 

Sometimes a simple little trick of fingering will work 
almost a transformation in the musical effect obtained. 
An instance of this occurs in the Hungarian Dance in A 
by Brahms-Philipp. It begins with a turn of three very 
rapid notes before the first melody-note, E. Now this 
E should be very well accented. By using the following 
fingering 


this becomes easily done. The fingers 2-3-4 or 4-3-2 
go lightly on the notes of the turn, while the strong 
thumb is in its element when allowed to make the princi- 
pal note to ring out. 


Chopin’s Boswell 
In Chopin’s works we find many instances where fin- 
gerings almost curious are not only available but they 
also promote facility and evenness of execution. A 
typical example occurs in his Valse in D-flat, often call- 
ed the Minute Waltz. Were occurs the following pas- 
sage which amateurs often bungle by slipshod fingering. 


Klindworth, who seems to have been Chopin’s Bos- 
well, so far as the fingering of his works goes, is given 


credit for discovering the fingering of this example. On: 


first trial it may seem freakish to the uninitiated; but 
persistence until the fingers have assimilated the new 
successions will convince that it not only is.practical but 
also highly conducive to a beautiful legato at this par- 
ticular point. And Klindworth has furnished the key 
to the mystery of many such figures. 


The Mordente 


"Young students, and some that are older, often do 


this lightest and daintiest of all the embellishments in a 
manner that eliminates most of its beauty. -Its fairy-like 
tread too many times suggests the lumbering oxen’s 
hoofs. Here again fingering lends its aid. The formula 


2-4-3, of fingering it may seem at first an unnecessary 


shift; and yet it reduces immensely the danger of an 
awkward, muddy execution. In fact, when.once learned, 
it is so much the easier way that its mastery would 
be well worth many times the necessary effort. 


Ex.6 written Played 


eS 


There is trouble lurking in such a use of.the fingers 
as 2-3-2, which students are so apt to think easier. The 
second finger must touch its first note lightly, daintily, 
airily, and then, in the immeasurably short time that is 
necessary for the playing of the second note, it must 
be prepared to repeat the note it first played and this 
time in such a manner as to bring out a round, ringing 
note of melody; for this embellishment seldom occurs 
anywhere but in melody. Now this is something which 
no one much less than a finished artist, with a masterly 
control of the fingers, can accomplish. 

In complicated works this ornament may occur at 
a time when the hand must be so extended as to necessi- 
tate executing it with adjacent fingers; but that would 
be a matter for individual adjustment when the emer- 
gency arises. 


. 
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Fingerings That Help 


By EDWARD ELLSWORTH HIPSHER 


The thing that makes the young player willing to use 
what he thinks to be a simpler fingering (avoiding the 
shift) is that he has not learned to listen to the effect he 
produces. He should get in his mind the sensation ‘of 
two light tones sounded with lightning-like rapidity, and 
immediately followed by a tone of true singing melody. 
Then,if the student will give it a fair trial, he soon 
will find that the 2-4-3 fingering is a key to the results 
desired. 

One of the troubles is that we so seldom realize the 
musical side of such an ornament. We play it with 
something of a “Thank the Lord, it’s over” attitude 
of mind, forgetting that we have lost our opportunity 
of giving to our hearers one of the lightest, most delicate 
and pleasing ear sensations that we have in our whole 
“bag o’ tricks,” 

In most of the music apt to fall to the student who 
has not reached the higher grades, the mordentes will be 
almost sure to fall where, with a little adjustment of the 
general fingering of the passage, the 2-4-3 order may be 
used; or, if the mordente is used in its original form 
(employing as second note the one a half-tone below 
the principal one), the fingering will be 4-2-3. This last 
form is now practically obsolete so that what was 
formerly termed the inverted mordente (using as a 
second note the diatonic tone above the principle tone 
and fingered 2-4-3) is now in common usage designated 
simply as the mordente. 


Bach Problems 

In Bach, more especially, the hand is sometimes neces- 
sarily in a position where 3-5-4, 5-3-4, 1-3-2 or 3-1-2 
must be used. They are simply following the model 
heretofore given and must be repeated till mastered. 

Many passages that at first look very forbidding may 
easily be analyzed into a sequence that is comparatively 
simple. In fact, practically all cadenzas are but extended 
sequences if we but take the trouble to dissect them. 

To the student not thoroughly acquainted with har- 
monic rules and progressions, a few words regarding the 
sequence may not be out of place. The sequence, in its 
simplest form, is a melodic or harmonic figure repeated 


‘at a higher or lower pitch in the key. As used in the 


cadenza which the student is most apt to meet, the 
sequence is a figure (usually the tones of an arpeggio 
with probably one or more passing-notes) vaised or 
lowered to some other degree of the key. Sometimes this 
will be the octave; often it will be an adjacent degree; 
or it may be to a degree a third or any other interval 
distant. 

A casual glance at the following fails to disclose its 
outline, probably because of the break in position of the 


notes at the middle of it. Yet a little analysis soon 
introduces us to an old friend from Paderewski’s popular 
Minuet a VAntique. Divide this into groups of six notes 
each and it will be found that each of these consists 
of the chord G-B-D, with E used as its second and 


These E’s may b 
ing-notes or as a part of the 
ing to the harmonic predilect‘ons of the student, though 
the entire loss of the E in the ljater part of the cadenza 
would seem to make the first interpretation seem to 
have the stronger basis. 

. And now to its fingering. 


considered either as pass- 
cord of the sixth, accord- 


sixth tones. 


Two good ones are in use, 
as is easily seen. Between them there is little cause for 
choice, though the one introducing the left hand at E-D 
probably tends toward adding brilliancy and ease to the 
execution, not to speak of a certain possible elegance in 
the movements of the hands, which counts for something 
after all. 
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Another very interesting sequence occurs in Godard’s 
Second Valse, but this time as an integral part of the 
melody. At first glance this would seem to be without 
design. 3 


Looking carefully, however, it is seen that the entire 
passage is made up of repetitions of four notes of the 
descending scale, each one beginning one degree lower 


than the last. Simple as it is, this figure is particularly 
effective in producing an almost giddy whirl suggestive of 
the gaiety of the idealized waltz. Here the’ fingering 
is simplicity itself, if each motive is begun by the fourth 
finger and followed by the others in order, to the thumb, 

The little secret of fingering the sequence is that the 
same finger must fall on corresponding notes of each 
repetition of the motive. 
it evident that this is an immense relief to mind, fingers 
and any other attributes used in execution or interpre- 
tation. Even with the fingering unmarked, a little fore- 
thought usually will cause the hand to adjust itself to 
a comfortable position which may be carried on through- 
out the repetitions. As mentioned in an earlier para- 
graph, do not be a slave to printed fingerings if you 
can discover another better suited to your particular 
hand. Like the Paderewski excerpt, very often the 
introduction of the left hand for one or two notes of 
each repetition will eliminate an awkwardness that de- 
velops in trying to do the entire figure ‘with one hand. 

In closing, let us bear in mind that more stumbles 
in playing, more jumbled passages, are due to bad finger- 
ing than to any other cause with the possible exception 
of playing too fast. Fingering, well mastered, becomes 
one of the most efficient servants in the employ of the 
pianist. 


Stop the Nonsense! 


By Mary Janet Cutler 


Assocration of ideas is not without its certain value 
in acquiring knowledge. Yet, there are limits past which 
even this device should not go. Especially is this true 
when it associates with a cultural art that which is 
inconsequent or frivolous. 

One pupil cannot name a letter in a space of the bass 
staff without first repeating, “Angry cats eat girls,” nor 
a note on a line without first mumbling, “Girls bake date 
fudge always.” Such nonsense! 

To be sure, the names of the notes are remembered 
through this association of ideas; but is there not some- 
thing about these absurd sentences not only unpleasant 
to the cultured ear, but also, along with their absolute 
lack of sense, out of harmony with the spirit of music? 
To hear a pupil, who has played a wrong note, stop in 
the midst of one of the Schumann Kinderscenen to 
repeat one of these nonsensical jingles is nothing less 
than distressing. “Date fudge” and “angry cats” cer- 
tainly are not calculated to inspire a musical mood. No, 
it is far better to learn arbitrarily the names of the lines 
and spaces, even though the initial effort may be neces- 
sarily a little greater. 
ciations, the mind may learn to conceive real music. 


An Acrostic 


Tue following unique tribute to Tue Erupe is due to 
the ingenuity of a valued Erupr enthusiast, Mr. Nicholas 
Douty, well known as a singer, teacher and composer. 
Mr. Douty has been the tenor soloist for each of the 
famous Bach Festivals at Bethlehem, Pennsylvania, for 
the last twenty-five years. 


The foremost of musical magazines, 
Holding its place by pure merit, 
Everywhere read and admired. 


Europe and Asia and Africa 
Testify to its great excellence; 
Unto the ends of the universe 
Duly deliv’ring its messages; 
Emblem of music and culture. 


“To know good music, real music, is to love it; and 
where there is love of music there is always promise 
of good morals, good citizenship; for love of the true 
-and beautiful makes for better men and women, and a 
better world in which to live.” 

: —Tacoma LEnGER. 

Tue beautiful in art can be enjoyed most by the pure 
‘minded. 


‘pared by well-known public school experts. 


The least consideration makes | 


Then, without distracting’ asso- 


A Golden Hour Program 


(This specimen program may be followed by others preé- 
This program 


may be shortened, changed around, in fact, adapted in any 
way to the special need of the school- and the children.) 


1b  Siigike SoAnieree the Beautiful,” by 
Bates-Ward. 


2. Ethical Example—“Truth and Honesty.” 
An American went to a store in Chinatown, 
kept by an old native of Hong Kong. The cus- 
tomer wished to buy a beautiful piece of jade 
that he had seen in the window. 
“How much is that exquisite jade?” he asked 
of the Chinaman. 


“One dollar,’ replied the Oriental shop- 
keeper. 

“Ts it fine jade?’” asked the purchaser. 

“No,” answered the Chinaman; “on the con- 


trary, it is very inferior jade. 
dollar and no more.” 


CLass QUESTIONS: 

What did the Chinaman gain by telling the 
truth about the jade, when he knew that the 
customer might have paid a much larger price? 

Is it right to charge a high price for goods 
to one customer and sell them cheap to another? 

What do you know about the “one-price sys- 
tem” used in almost all large businesses now? 

Would it have been wise for the Chinaman 
to tell the truth about the jade even though he 
felt certain that he would thus lose the sale? 


3. Music—Violin Solo. 


MA COY CHOW ., Saintes ies Borowski 
(or) Prano Soo 
Nocturne iw B-flat 026.6%. .s 000 Chopin 
(or) Tatxinc Macuine REcorp 
Andante from Fifth Symphony 
Beethoven 
(or) Iratran Fotx Sone 


O sole mio. 


4. Inspirational Talk by Local Citizen of 


Prominence. 
(or) REapING 
A. Message to Garcia.......... Hubbard 
(or) 
Barbara Frietchte .........:... Whittier 
(or) 
EV CEDO T+ me tNe asia Regen oe ee Lowell 


5. Patriotic Music (Vocal or Instrumental). 
The Battle Hymn of the Republic 
Julia Ward Howe 


(or) Keeping Step With the Union (Piano, 
Piano Duet, or Orchestra) ..Sousa 
6. Playlet, Dialogue, Tableau or Moving 
Pictures, 


Chosen by the teacher. An easily arrangéd 
Tableau would be “Betsy Ross Making the 
First Flag.” 


7. Inspirational Music. 
Pieces of the type of the Songs of Stephen 
Foster, Schubert’s Serenade, Schumann’s Traii- 
meret, Wagner’s Prize Song from the Meister- 
singer, or similar lesser-known prototypes, 
played or sung as solos or heard from the 
talking machine. 


8. Golden Text. 

The idea here is to have members of the 
class repeat the Golden Text memorized at the 
previous Golden Hour, ‘and then learn the new 
one selected for the day. Specimen Golden 
Texts are: 

A good name is better than riches. 

CERVANTES. 

A man Shoal be upright; not kept upright. 

Marcus AvreE ius. 

Fire is the test of gold; adversity, of 
strong men. 

. SENECA. 

In a just cause, the weak overcome the strong. 

SOPHOCLES. 

Nothing great was ever achieved Nite 

enthusiasm. 


It is worth one: 


-of key signature occurs in a Movement or Com 


‘first is rather lighter than the last—is . ai at the 


' wanted to give up the job; but Mr. Osborne, sited 


‘ we veh, et ie nap 
Bhs THB 

The bonroiver is servant to ie aden 

PROVERB 


Love thy neighbor as thyself. 
Leviticus. 

Be not overcome of evil, but overcome e 
with good. 


Romans. 

9. Music—Piano, Orchestra or Talk 

Machine. 

March from “Athalie?........... Mendels 
Processional. M arcW....0 vasa cee Schoeb 
Installation Mareh...........01.4e0m Rockw 
March from “Le Prophéte”.........Meyerb 

Leonore March \.«.. teens so eee 


Abundant types of'ethical examples may | 
found in the Bible, other religious literatu 
Plutarch, Aesop’s Fables, and in such a pra 
tical modern collection of material as “Et 
for Children,” by Ella Lyman Cabot (of t 
Massachusetts Board of Education), publisk 
by Houghton, Mifflin and Company. 


The Double Bar 
By D. L. Ford 


Tue character known as the Double-Bar has been 
from the earliest history of musical notation. It s 
first to have been used to indicate a “rest” or pause 
the close of a period and came into use along with res 
that indicate intervals of silence between notes. — 

By general usage the Double-Bar has come to 
employed for several purposes; for which, however, 
varies slightly in form. 

In a song the Double-Bar, consisting of two light 
may or may not be used to indicate the end of the 
strumental introditction, according to the preference 
the composer. Also, composers of the classic p 
have sometimes used this same sign to indicate the 
of a division of a song in the Binary Form. 

In Hymn Tunes the Double Bar is commonly use 
separate the phrases of music that are to be sung . 
each line of the words. 

In a Sonata the Double Bar—usually as one light 1 
followed by a somewhat heavier one—is used to se} 
rate the Groups of themes and other materials f 
which a Movement is built up. In parlor or salon m 
this same character, or one composed of two light 
is usually employed to mark the end of a Theme ¢ 
Period, 

A Double Bar of two light lines is used. ‘ater a che rer 


tion. 
A Double Bar of two heavy lines—sometimes 


of all compositions. 


Only “Lifers’”’ Wanted 
By E. H. P. 


TEACHERS whose pupils leave them just about as th 
are’ beginning to show progress will appreciate 7 
story, we believe. 4 

Mr. Thomas Mott Osborne, famous for his acti 
in prison reform, is also a highly accomplished mu 
and a great believer in music as an effective 
influence. When he became warden of Sing Sing P 
where there are a number of “lifers,” or life- 
prisoners, he encouraged those who were musical 
form an orchestra, and saw to it that they were alloy 
suitable time for practice. He also appointed the 
capable musician among them as leader, making it | 
duty to train them and give them instruction. T 
man was an excitable, temperamental Italian, in foi 
term of twenty years, and from time to time he we 
be, overwhelmed with discouragement because se 
player whom he had carefully trained would be tra 
ferred elsewhere, pardoned or discharged by reaso 
expiration of his term. When his oboe player was 8 
denly lost in this way, his patience had its limit, an 


kindly argument, 
“All right,” 
‘lifers’” 


induced him to try a while lot 
said he, “I will—but after this I take ¢ 


“What is really best for us lies always wi thin» 
reach, though often overlooked.” ey >. 


Durinc the last few years there has been a tremendous 
Wakening of interest in school music on the part of the 
ablic. This interest has been manifested in a variety of 
ays, some of the most common of which are: Articles 
In newspapers and magazines featuring the work done in 
hools of various cities; greater interest among 
omen’s organizations leading to codperation with music 
upervisors; realization on the part of musicians and 
ate music teachers that the school music work is 
th supporting, from a selfish standpoint; assistance 
iid support from music dealers and manufacturers of 
jusical merchandise, who see in school music a splendid 
field of business; appreciation on the part of parents 
children of to-day appear to be more interested in 
sic than was the case during their own school days. 
nd just as there are many manifestations of the 
iterest, the causes leading to them are numerous. In- 
reased interest in music during and immediately follow- 
the world war has been frequently commented upon. 
the revival of interest in school music dates back 
ore the war. One of the chief causes was the develop- 
nt of instrumental music in the schools. The public 

become accustomed to hearing choruses of children 
rm, but never ceases to be amazed that youthful 
umentalists can be formed into satisfactory ensemble 

ups. And in any city where bands and orchestras 
durish, there the interest in the entire school music pro- 
has been stimulated. The growth of instrumental 
ing, along with a general broadening of work along 
er lines, has attracted to the profession more proficient 
icians than were formerly engaged in school music 
rk. The ability of those musicians to produce results 
a high order is really the cause for present interest in 
work they have done and are doing. 


Demand Greater Than Supply 


‘he growth in the school music field has created a 
dd for teachers and supervisors that has been 
It to meet. Twenty years ago, conservatories and 
leges were training but few musicians for school posi- 
s. Now, practically every conservatory of note offers 
ses for the preparation of music supervisors; the 
eges and normal schools all over the country are 
ged in turning out music teachers along with those 
er branches, and in several of the larger institutions 
ur-year courses leading to a degree are offered. Not 
are hundreds of students enrolled in the many 
er training institutions, but also: requirements for 
certification have been increased to the point where 
no longer possible for musicians in the general field 
deride the supervisor as a person of inferior ability 
| education. The supervisor of to-day is necessarily 
uperior qualifications, for he must be not only a 
able musician, but also familiar with the theories 
lying the science and art of teaching. In addition 
he educational requirements, he must have satisfied 
tructors that he possesses personal qualities that 
| enable him to. be a success in work with children. 
veral questions now arise. Are the training schools 
out so many graduates that the field will be over- 
with teachers? Will competition for positions re- 
a lowering of salary schedules? Under such condi- 
will it pay one to prepare himself for work in the 
musie field? The time may come when there will be 
capable musicians available than places for them; but 
0 a position to offer authoritative judgment tell us 
it is not likely to come for some years. The thing 
will happen is just what happens in any field: the 
alified and unsuecessful will have to give way to those 
can produce gatisfactory results. American cities 
etty well convinced as to the value of school music; 
y are willing to pay for it, but will insist that the super- 
r responsible for its development produces a reasonable 
for the investment of time and money. And let no 
e deceived aS to the fact that music supervision en- 
/an abundance of hard work. The private music teacher, 
e wracked front efforts to instruct the uninspired, or 
commercial mitisi¢ian, wearied of the grind of theater 
ig or “jobbing,” need not turn to the schools as situa- 
3 offer opportunity for a fine salary for a few 
s’ work five days a week, School work is no sinecure 
resents no haven for the unambitious.. The calls 
h the supervisor are numerous, and he is to such an 
it a public servant that his position requires tremendous 
da e of time and energy. y 


The Financial Reward 

t some zealous musician says: “I will get proper 

for school work; I am not lazy; I have enough 
ssi spirit to want to do all the things you 

‘supervisor must do. What I am anxious to 

Lowes 2 


na 


Professional and Artistic Opportunities for the 


Music Supervisor 
By JOHN W. BEATTIE 


JOHN W. BEATTIE 


know about is the financial reward that goes with all 
the work. Further, I wish to be sure that I am entering 
a field in which there is a chance for real artistic 
growth.” Those are fair questions, and an attempt will 
be made to satisfy them, though it is difficult to furnish 
actual figures as to possible earnings. It may be desirable 
also to indicate briefly the more common types of posi- 
tions open to candidates. 

Teachers in the school music field are divided among a 
number of branches of the profession. First, there is the 
head of the music department in a school system, Such 
head may be called a supervisor or director, depending 
largely upon the size of the system. If the head consti- 
tutes the entire department, doing both supervising and 
teaching, he is usually designated as supervisor of music. 
That is the common position throughout the United 
States, and probably twelve to eighteen thousand people 
are in such positions. In the larger cities, where much 
work is Carried on through departmental teachers, the 
head of the music work is quite commonly called director 
of music and those who work under his, direction, special 
teachers of music. The teachers may be employed either 
in grade or high schools, and include instrumental as 
well as vocal instructors. Frequently these teachers do 
some supervising and are classed ‘as supervisors, being 
responsible to the director of music. In addition to these 
teachers, supervisors and directors, there is a large num- 
ber of those who are located in teacher training institu- 
tions, where they act as instructors in musical theory, 
history of music, public school methods and other sub- 
jects thought to be a necessary part of the supervisor’s 
education. In all, probably in the neighborhood of twenty 
thousand musicians are, in one of the several capacities, 
engaged in actual school music work or helping pro- 
mote it. 


Salaries Vary 


The salaries paid to these thousands differ widely. The 
minimum yearly salary for a beginning supervisor with 
two years’ training and no experience in teaching of any 
kind is perhaps $1,000. There should not be misunder- 
standing as to this minimal salary. Young men and 
women just out of the training schools are placed at the 
low salaries, and the average is undoubtedly in excess 
of $1,000. Further, if a competent musician of many 
years’ experience as a private teacher or performer enters 
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Former President of Music Supervisors’ Conference, Director of Public School Music, Grand Rapids, Mich. 


the school field, he is likely to be given a Salary in 
accordance with the length of his experience. Nobody 
can. say with authority what the maximum is or may 
become, as it depends in many cases on the ability of the 
supervisor to secure good results or what are considered 
good results by the community. The larger cities range 
from $2,500 to $4,000; and in a few of the largest cities 
the schedule calls for more, maximum figures depending 
upon the experience and educational qualifications of 
those occupying positions. 


Almost every person engaged in school musie work has 
opportunity to augment the school salary by means entirely 
legitimate. Church choir work is probably the most com- 
mon source of extra employment; and no school authority 
ean reasonably object to it. The supervisor is supposedly 
a musician competent either as a vocalist, organist or choir 
director, and, in a town or city of any size, will almost 
invariably be called upon for- professional services in one 
of the churches. The financial inducements vary and here 
again are subject to the musician’s ability in the capacity 
for which he is engaged. ‘ re 

There is also a limited way in which the school musician 
may work as a private teacher. This is particularly true 
in the smaller communities where the number of able 
private teachers of voice or instrument is small. The word 
limited is used because the school teacher must do this 
private work outside of school hours and can aecept only 
a few pupils. This limitation is an advantage in a way 
inasmuch as it enables the instructor to take only such 
pupils as show signs of talent. In some communities, the 
supervisor has overdone the private teaching and has ‘been 
so ambitious to increase his earnings that his school work 
has suffered. Through this over emphasis on private work 
he may also have forfeited the codperation of competent 
private teachers who think the school musician is encroach- 
ing on their business. Such abuses frequently have led to 
a ruling by school authorities forbidding the supervisor to 
engage in private teaching. It will be well, therefore, for 
the Supervisor to use considerable tact and diseretion in 
undertaking any private instruction. ; 


The competent instrumentalist undoubtedly has a 
greater opportunity to augment the school salary than 
any other type of musician, If the supervisor is a cap- 
able band or orchestra director, his services as a director 
of adult organizations are always in demand. Many 
small cities throughout the Middle West insist that the 
supervisor be competent to lead both band and orchestra. 
Many of these cities have an arrangement whereby the 
supervisor does both school and community work. In 
such cases, organizations or business men may add to 
the salary paid to the supervisor by the board of edu- 
cation, with the understanding that he will organize 
and direct adult instrumental groups as well as those 
developed in the schools. The school organizations be- 
come natural feeders for the adult bands or orchestras 
and the more capable school performers play in both. 
Adult organizations, with. full instrumentations, com- 
plete libraries and surprising performing ability exist in 
hundreds of American commun‘ties small in size and 
remote from musical centers. Many of these are di- 
rected by school music supervisors; and there is a grow- 
ing demand for the supervisor who can handle that kind 
of work. The salary offered in many cases compares 
favorably with that of the high school principal, or the 
highest salaried employee of the 
government. 


local or county 


Concert Companies 


A few school musicians find it possible to organize 
and direct small companies of performers for concert 
work, Lyceum courses are almost universally offered 
in the smaller cities; and quite frequently musicians are 
to be found in one’s own town, ‘capable of competing 
with the small companies sent out by the concert bureaus. 
String trios and small orchestras with well selected and 
carefully rehearsed repertoires can always find employ- 
ment; while the ubiqitous male quartet is an ever popu- 
lar attraction, especially when it is well trained and 
can present a varied program. This possibility for 
concert work not only offers the, supervisor a chance 
to earn money but also gives him an outlet for his own 
ability as a performer. Any capable musician wants to 
keep himself in shape for performance. What 
desirable occupation for his leisure than filling 
engagements as a concert artist? 


more 
a few 


On the artistic side, it may be said with« F gery 
tion that the school musician has the poe pe pe Bhan 
for improving conditions musically of any one in the anaie 
profession. _ Our future citizens are trained in the schoc Is ; 
and if music forms an important part of the school curl. 
culum and is carried on in a proper way music will ae 
an important part in adult life of the future. The upset 
of music is universal; everybody responds to it in ene 
form; and, if the child’s natural interest in it can be fos- 
tered throughout his school career, America will become ‘ib 
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time a nation of real musie lovers, or should we say a 
nation of lovers of real music. In past years, and unfor- 
tunately in many schools to-day, all sense of employment in 
music has been stifled through an over emphasis on the tech- 
nical side of music. Children have been drilled in the theory 
of music to such an extent that they have often Jost all 
pleasure in music as a means of expression. But this con- 
dition is rapidly changing and more attention is now given 
to artistic singing and the building up of the appreciative 
side of music through intelligent listening. The phonograph 
has played an important part in this transformation; and 
everywhere through the schools, children are being taught 
to know and love the great masterpieces of music just’ as 
they are given a liking for the best literature. 
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In thousands of American communities, really worth 


while concerts are promoted by the music supervisor. 
Some of these are given by imported professionals, but 
more are the result of constructive work in school and 
community. School children love to appear in public 
performances and the supervisor who capitalizes this 
natural desire not only is able to stimulate the childish 
musical ability but also furnishes the adult population 
with a chance to hear worth while music. For no 
musical effect can be more beautiful than the voices of 
children singing with correct tone production and with 
an appreciation of the meaning of what they sing. The 
value of instrumental demonstrations already has been 
mentioned. As for the drawing power of school enter- 
tainments, the presence of a large number of children 
in any capacity always will bring out an admiring audi- 
ence of relatives and friends. They are put on in many 
places as money making ventures; but their chief merit 
lies in their ability to interest the public in music and 
particularly in school music. In small and remote 
communities they constitute valuable additions to social 
life. Certainly, they add as much to a town’s enjoy- 
ment and edification as the best of moving pictures; and, 
if carefully planned their performance may be of gen- 
uine educational value. 


Announcement of the Winners in the ETUDE Prize Contest, 1922-1923 


Finau decisions have been reached, and 
we take pleasure in announcing the win- 
ners in the competition which closed on 
July 1. 

The task of making the awards was an 
arduous one, since there was an unusually 
large number: of composers represented 
and, in most cases, by more than a single 
manuscript. In addition to the fine array 
of American writers, practically all the 
civilized countries were represented, in- 
cluding India, China and Japan. 

There was a certain standard set by the 


Class 


JOHN G. CUMMINGS 


John Grinnell Cummings has been for many years an active 
figure in the musical life of Michigan. Born in Centerville, 
Mich., Mr. Cummings studied in the Cincinnati College of 
Music and the New England Conservatory of Music. His piano 
teachers were William H. Sherwood and Xavier Scharwenka. 
Mr. Cummings’ ‘‘In the Gloaming’’ appears in this issue of 
THE ETUDE. 


Judges for each class, and in determining 
this standard both the artistic and the prac- 
tical sides were considered, A number of 
composers whose work was highly meri- 
torious failed to take cognizance of our 
restriction as to efforts of ‘an involved or 
pedantic nature. 
similar reasons, awards were withheld in 
parts of certain classes. 
The awards are as follows: 


1.—First 
(Madison, Wis.); second prize, E. R. 


Opportunities tor Service 


In all the activities which the supervisor takes on in 
addition to this school work, he may be doing an im- 
mense amount of good. Take choir work. What an 
artistic force ae competent leader of church music can 
be! He not only can raise standards of performance 
but also can-elevate the taste of the congregation through 
selection of music that is appropriate to the service and 
at the same time good. A great deal of trash is sung 
by choirs and used for congregational singing. This 
is as true of large city churches as of the less pretentious 
ones. Here is a field offering tremendous possibilities 
for the musician who has high ideals and at the same 
time the personality and qualities of leadership neces- 
sary to the successful choir director. Church work is 
likely to be an ungrateful task; but, since most super- 
visors undertake it, they should make an effort to raise 
the standards of church music just as they do in the 
school work. 

As a private teacher, the supervisor may become re- 
sponsible for the development of many a performer. 
He may be the only competent violin or voice teacher 
in a community and as such can build up a group of 
pupils who will contribute largely to musical endeavors 
in future years. 


In the concert field, the supervisor has an opportunity 
to do the same thing in the way of elevating taste that he 
may do in the church musie work. Concert bureaus and 
lyceum managers do send out splendid musical companies ; 
but, unfortunately, there are unscrupulous booking agencies 
which rate a company solely by its ability in a low type of 
program, Skillful performers too often assume that resi- 
dents of the smaller cities are ignorant musically and pre- 
sent programs made up of numbers similar to those pre- 
sented in vaudeville theaters. A lyceum course promoted 
by church, school, business men or women’s elubs ean both 
entertain and uplift. Musical companies should be obliged 
to submit programs in advance and local promoters given 
an opportunity ta demand the best in music. The school 


Cadman 


; prize, Anna 
For this reason or for 4 


Piano Solos 
prize, Cecil bert Harris 


land). 


Burleigh 


ANNA PRISCILLA RISHER 


Anna Priscilla[Risher was born near Pittsburgh, Pa., and 
pursued her musical studies there and in Boston, Mass, among 
her teachers haying been A. M. Foerster, G. W. Chadwick, Carl 
Stasny and Leo Schulz. Miss Risher, who is a ’cellist, pianist 
and organist, is represented in the catalogs of the leading 
American publishers, Her ‘‘Indian Lament’’ appears in this 
issue of THE ETUDE, 


Kroeger (St. Louis, Mo.) ; third prize, 
J. G. Cummings (Saginaw, Mich.). 


Class 2,—First prize, Charles Wakefield 
(Hollywood, Calif.) ; second 
Priscilla Risher 
wood, Calif.) ; third prize, Rob Roy 
Peery (Hickory, N. C.). 


Crass 3—Second prize, Arnoldo Sartorio 
(Crefeld, Germany) ; third prize, Cuth- 
(Gorleston-On-Sea, Eng- 


gs 
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supervisor might well be asked to serve on the lyceum ¢o 
mittee and in such capacity could assure his community 
high class programs. And the supervisor who takes pa 
in programs given in territory near his work has an edw 
tional duty which he will not neglect by pandering to 
undeveloped taste. Rather he will select his numbers wij 
a view to pleasing his audience through artistic renditi 
of good music. 


Singing to Accompaniment 
By Lois L. Ewers 


How many times we hear a good selection spoiled by 
the voice of the singer getting “off key.” That is, the 
voice shifts from the true pitch of the accompaniment. 

Two remedies for this are worth consideration.  Tirg 
the singer should learn to listen closely to the instru 
ment or instruments with which he is associated. Th 
he should be very careful to keep his voice quite in syn 
pathy with this accompaniment and true to its pite 
Of course, the shifting of the pitch of the instrumen 
to suit that of the voice is not to be considered. 

For your own edification (or amusement), sometime 
try playing’ the melody of a song a half-tone higher 
than the accompaniinent. For instance, if the accom 
paniment is in E-flat (three flats), play the melody 
E (four sharps). The result probably will evoke % 
laugh—if the effect on the nerves does not send you” 
bed. But you will have~a very good specimen of t 
effect of a singer out of tune with the accompaniment 

Sometimes the accompaniment is at fault, more pe 
ticularly if it be from a single instrument. Often ¢ 
fault comes from a lack of clearness and crispness | 
the tone-attack of the player. No, the accompanime 
need not be loud; but the touch should be firm, ey 
though gentle. The tones must come so definitely 
the singer’s ear that it will catch them truly and ha 
something to which it may gauge the voice. 


Vocal Solos 
Class i—Second prize, 
(Trenton, N. J.). 


Choruses 


(Holly- 
R. M, Stults (Ridley Park, Pa.), 
Class 2,—Second prize, Richard Kieserlit 
(Newark, N. J.); third prize, ; 
Tompkins (Westport, Conn.). j 
Class 3.—Second prize, Fay Foster (New 
York, N. Y.); third prize, Richard 4 
Pitcher (London, England). Bs 


ROB ROY PEERY ; 

Rob Roy Peery, born at Saga, Japan, in 1900, is alreas 
well-known violinist, organist and composer. His stu¢ 
which were begun at an early age, have been pursued enti 
in this country. At present he is a teacher of violin and or 
at Lenoir College, Hickory, N. C. Mr. Peery’s prize ¥ 
composition, ‘‘Spring Frolic,”’ appears in this issue. ‘Other co 
positions of other prize winners will appear later. « 


Difficulties with Scales 


(1) I have a pupil of twelve years who plays 
| Second grade pieces fairly well, and reads very 
well, but cannot play the scales in their simplest 
forms correctly. Could you advise me how to 
| help this trouble? 

(2) In what order should the seales be taught? 
have given first the major, second the minor, 
en the scales in thirds, sixths and double thirds. 
[s this order correct? 


Tt looks as though you had pushed the pupil too 
in scale playing. Stick to the simplest forms, 
‘one hand alone, until each scale is thus thoroughly 
ed; and in no case take up a new scale until those 
d previously are well in hand. Begin with the 
le of C major, one octave, hands separately; then 
seed to G, D, A and E, all of which are fingered ex- 
y like C. Continue working with these five until 
h can be played at a moderate pace for two octaves, 
ds separately; and then add F and B, which require 
different fingerings. In a similar manner, the 
ales may be taken up in the order of their signa- 
Now extend the scales to three and four octaves, 
ll with one hand at a time. 

should say that the above process might well 
ently occupy the pupil during the first two years. 
in order, begin to put the hands together by play- 
em through one octave, at first very slowly. After 
can be done in parallel motion, have the scales 
ied in contrary motion, one octave as before. The 
P ocesses may be combined by playing up one octave 
arallel motion, then an octave in contrary motion, and 
pews in parallel motion, thus: 
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stituting two octaves for one, in the above formula. 
student should meanwhile learn to perform the scales 
‘omatic, instead of sigwature order. Many other 
for varying the treatment of these scales may be 
such as by practicing in different rhythms, as, 
stance, the following: 


SRS Se 

ee ee te 

= rr a Oe 08. 
f a 


in canon form, with one hand two notes 
the other; by practicing at varying rates of 
ith the metronome; by playing one hand staccato 
e other legato, and various other ways. ; All these 
will tend to strengthen the pupil's command 
: s and their fingering, and to prepare him to 
n confidently, in whatever guise they may ap- 


“1 


> above answer assumes that the major scales 
hly learned before the minors are introduced. 
precaution will tend to prevent the confusion of 
ere is danger if both modes are studied at once. 
scales should be treated just as carefully and 
as the major, and may be practiced finally in 
ways suggested above. No form of practice 

ible than that of double thirds, with which 
your list. After these are mastered through 
more octaves, they may be practiced profit- 
th ye meng in one hand, as follows: 


Daily Lessons with Children 


I wish some advice about my two children, whom 
I am teaching myself. One girl has had a half- 
hour daily lesson for six months, and before that 
fifteen mintutes per day for six months. She is now 
on page 31 of the Presser Student’s Book. She 
worries because other children pass her in the book ; 
but I require her to play each piece absolutely cor- 
rectly before she leaves if. She has committed 
nearly every piece to memory. She is also studying 
Gurlitt’s Op. 82, working at present on No. 50. 
Is it right to hold her back until each study or 
piece can be played easily? 

My other daughter is seven, and is having a 
fifteen minute lesson per day. I have started 
teaching both of them harmony, and am myself 
studying Heacox’s First Lessons in Harmony. Do 
you approve of this as a text-book? ? 

The nine year old girl has small, rather weak 
hands, and stiffens readily, so that her wrists hurt 
ae reas ean she overcome this trowble?—Mrs. 
Ge ata. 


I think that you are carrying on the children’s musical 
education in a very sane and safe manner. Nowhere 
is thorough, careful work so necessary as during the 
first year or two, when the child is either made or 
marred as a future pianist. Many teachers, anxious to 
gain a reputation for rapid methods, hurry the child 
along with “difficult music” as the chief aim; and in so 
doing leave all sorts of threads hanging for future 
teachers to unravel. Don’t worry because other children 
are apparently more speedy in their progress. Quality, 
not quantity, counts in the long run. 

It might be well, however, to occupy a part of the 
daily lesson in distinctive sight-reading. Get some book 
of simple duets, and spend five minutes or so of the 
lesson period in having the children read these in strict 
time, without stopping for mistakes. You may at first 
play the remaining part yourself, with one of the girls, 
and eventually have them play together. 

As to harmony, the text book you mention is excellent. 
I would spend plenty of time on scale-structure and in- 
tervals, emphasizing each step by ear-training, illustra- 
tions on the keyboard, and writing. Here again, funda- 
mental training is all-important. 

Stiff wrists are a bad feature and should be avoided 
like a plague. Have the pupil begin each period of work 
by letting the hands hang loosely from the arms for a 
few seconds. Occasionally, too, as a test while she is 
playing, put your forefinger under her wrist and lift the 
forearm up, making sure that her hand hangs down 
relaxed, and does not extend out horizontally or up- 
ward from the wrist. It is also wise to have her hold her 
wrists rather high, above the level, in playing. Finally, 
do not let her force the tone at any point, but trust to time 
to strengthen her playing muscles. 


The Work of the Average Pupil 


Please suggest a course of study for a pupil of 
from ten to twelve years of age, during two years. 
What grade should he be in at the end of that 
time ?—C. B. 


First, let us agree on the status of the “average pupil,” 
for there are infinite grades of intelligence, of musical 
aptitude, of time given to practice, and other considera- 
tions. We will assume that our pupil is tolerably bright, 
is amenable to instruction, and that he is to practice 
an hour a day; that by a “year’ is meant the usual 
yearly season of abont 36 weeks; and that he is to 
begin at the very beginning. 

Various factors should go to make up such a course, 
especially the following : 

1. Musical notation: Including a study of clefs, meas- 
ures, notes, rests, accidentals and the common marks of 
expression, such as p, f, crescendo, dinvinuendo. 

2. Technique: Simple exercises for fingers, hand and 
arm; the major scales and the simpler minor scales, 
such as A, E, B, D, G and C, two or three octaves, in 
parallel and contrary motion and at a moderate rate of 
speed. 

3. Harmony and ear-training: The construction of 
scales, the nature of intervals, and the recognition by 
ear of the simpler intervals (perfects, majors and minors 
at least) ; major and minor triads in root position and 
inversions, and the common principles of chord progres- 
sion in four-voice writmg. Ear-training in determining 
these triads, 

4. Sindies in the first two grades, illustrative of the 
technical work given in the exercises; and occasional 
pieces—perhaps four or five a year—in these grades, Ex- 
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planation of the forms used in these pieces, and biograph- 
ical data concerning their composers. 

5. Committal to memory of some, at least, of the above 
studies and pieces. 

6. Sight-reading of easy duets and solo pieces. 

7. Transposition of exercises or the simpler composi- 
tions into other keys than the one in which they are 
written. 

As a basis for the instruction thus outlined, any repu- 
table elementary books or “methods” may be employed. 
Result: at the end of two years the pupil should be play- 
ing pieces such as the Minuectto from Beethoven's Sonata 
Op. 49, No. 2; the easiest pieces by Bach or Handel; 
and many of the pieces in Schumann’s Album for the 
Young, Op. 68. He will then be amply prepared to pro- 
ceed on to the work of the third grade. 


A Plan for Piano Study 


Some time ago I asked the members of the Round 
Table to send any plans for study which they had evolved 
from their own experience. The following plan, designed 
for a special kind of work, but capable of a much wider 
application, has recently been received. 


To study a choral passage with two inner voices 
written in counterpoint, such as the following : 


Ex.i 


NOV 30 


Method of proeedure: 

1. Play octaves only of choral part (omitting 
inner notes). , 

2. Play full chords of choral part, taking care to 
select only the inner notes which belong to the 
chord passage, and not those of the contrapuntal 
accompaniment. 

3. Play the two inner voices written in cownter- 
point, with distinct accent. 

4. Play No. 1 plus No. 3 above (oetaves only and 
counterpoint). 

5. Play No. 2 plus No. 3 (full chords and counter- 
point). 

A further process, 
reading, is as follows: 

6. Play Nos. 4 and 5, first without tome and see- 
ond with tone—Agspin Z. Brink, 


especially adapted to sight- 


The obvious advantage of the above method is that it 
involves an appreciation of the relative value of each 
part of a given composition. Take, for imstance, any 
piece whatever that consists of a melody and accompani- 
ment. First in importance comes the melody itself; next 
come the bass notes, which ordinarily constitute a 
counter melody, as well as the foundation of the har- 
mony; and finally there are the subordinate parts of the 
accompaniment, written as a rule between melody and 
foundational base, but sometimes above or surrounding 
the melody. If each of these component parts be read 
or studied thoroughly, they may finally be put together- 
with intelligent understanding. 

Here is, then, a practical plan which we may all test out 
with our pupils. Will not some others of our members 
send in their suggestions also? 


Sainf-Saéns on “Feeling in Music” 


THe views of a really great devotee of an art, relating 
to if, are ever interesting; and so we produce the words 
of the great French master, as found in Watson Lyle’s 
“Camille Saint-Saéns, His Life and Art” (E. P. Dut- 
ton and Company). 

“Someone has said lately that where there is no feel- 
ing there is no music. We could, however, cite many 
passages of music which are absolutely lacking in emo- 
tion, and which are beautiful, nevertheless, froma ine 
point of view of pure aesthetic beauty. 

“But what am I saying? Painting goes its own way, 
and emotion, feeling and passion are evoked by the least 
landscape. Maurice Barrés brought in this fashion and 
he could even see passion in rocks. Happy is he who 
can follow him there.” 
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BIG COMPOSERS AND LITTLE 
PIECES: 


In one of his books James Huneker re- 
marks, “Like Rubinstein, Tschaikowski 
became celebrated as a composer after he 
had written a little piano piece—a Chanson 
Sans Paroles, curiously enough in the 
same key as Rubinstein’s Melody in F. A 
Polish Dance, as we all know, lighted 
Scharwenka’s torch of fame in this coun- 
try.” 

It is perhaps natural that a little piece 
which everybody can play should be the 
means by which the greatest composers 
reach the multitude. Yet there is some- 
thing tragic in the fact. A composer 
spends years writing symphonies, ora- 
torios, operas, into which he puts the 
best he’s got, only to have them ignored 
in favor of some little trifle, charming 
enough in itself, yet dashed off in a pass- 
ing moment, or perhaps, as in the case 
of Tschaikowski’s short piano-pieces, at 
the request of a publisher. 

One could add many to Huneker’s list. 
Even the name of Schumann would be un- 
known to thousands of people but for his 
brief Traiimerei. The long works. of 
Joachim Raff are forgotten altogether, and 
his dwindling fame rests upon a single 
piece for the violin well within the grasp 
of the amateur, his Cavatina, composed, 
it is said, to pay off his creditors when 
the composer was imprisoned for debt. 
Paderewski’s opera, Manru, and his sym- 
phonic works, are unknown to thousands 
who play his Minuet. Edward Elgar, es- 
sentially a symphonist and oratorio com: 
poser, is known, if at all, by his Salut 
damour. Richard Strauss, the master- 
symphonist and dramatic composer, al- 
ready fast losing his former prestige, will 
be forgotten unless he writes something 
short and catchy for amateurs, which he 
hasn’t done yet very successfully. If 
you would be immortal as a composer of 
big works, be sure and add plenty of 
“short stuff” to your symphonies. 


A song will outlive all sermons in the 
memory. Giles. 


COMPOSERS AND COFFEE 

A press clipping informs us that Doni- 
zetti, composer of “The Daughter of the 
Regiment,” and other melodious operas, 
had a passion for coffee when composing. 
“He was accustomed to shut himself in a 
room with a quantity of music paper, pens 
and ink, and three or four pots of strong 
coffee. He would then begin to write and 
drink, and when this supply of coffee was 
exhausted, he would order more and con- 
tinue to drink it as long as he wrote. He 
asserted that coffee was necessary for his 
inspiration. The result of this pernicious 
habit was a yellow, parchment-like com- 
plexion with lips almost jet-black and a 
nervous system which soon caused his 
breakdown and death.” , Donizetti died in- 
sane, while still in the “fatal thirties,” but 
one hesitates to blame it all on the coffee. 
His desire for the stimulant was probably 
a result, rather than a cause of what ailed 
him. But his habit is not to be recom- 
mended to the aspiring composer. 

Becthoven also was fond of coffee. He 
used to be very particular about it, and 
would measure out a precise number of 
coffee-berries to go to each cup. 

Brahms also had a weakness for coffee. 
When he went to stay with his friend, Dr. 
Widmann, the poet and librettist, he took 
with him a sack of very special coffee and 
a coffee-mill to grind it. He liked to make 
the coffee for breakfast, thus, as Widmann 
says, “being host and guest in one.” 

Mozart is said to have been kept awake 
with coffee when he wrote the overture to 
“Don Giovanni,” the night before the opera 
_ was produced. He wrote the entire work, 
scoring as he went along, in time for the 
performance, 
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Conducted by A. S. GARBETT 


WHY BRAHMS. NEVER MARRIED 


Tue brusque, bearded Brahms was a 
powerfully built man of great physical 
vitality, fine and noble-looking and by no 
means impervious to feminine charms. 
He was extremely fond of children, yet 
strangely enough he never married. If 
his reasons were those given by J. V. 
Widmann in his “Recollections of Jo- 
hannes Brahms,” readers will be surprised 
to learn that he was actually afraid to. 
One glimpses an amazing sensitiveness be- 
neath the hard crust of his superficial 
bluntness. 

From Widmann, the poet and librettist, 
we learn that. Brahms “usually spoke 
jokingly of his bachelor state, and, es- 
pecially when answering inquiries of in- 
quisitive ladies, would make use of the 
facetious formula: ‘It is still my mis- 
fortune to be unmarried, thank God!’ 
Such jokes and other malicious little re- 
marks, as also the club life which his 
bachelor state constrained him to lead, 
often reminded me of Lessing; which 
comparison was strengthened when 
Brahms—one single time—spoke to me 
earnestly and with deep feeling of this 
IMABLEK soe ole 

“Tt was one of those summers in Thun 
a ererns Early one morning we were walking 
along the road which ends by the lake 
from Beatenbucht to Merligen, and. had 
somehow come to speak of women and 
family life. Brahms said, ‘I have missed 
my chance. At the time I wished for it 
I could not offer a wife what I should 
have felt was right.’ Upon my asking him 


“if by that he meant tnat he had lacked 


wonfidence in his powers to keep a wife and 


children by his art, he replied: ‘No, I did 
not mean that. But at the time when I 
should have liked to marry, my music was 
either hissed in the concert-rooms, or at 
least received with icy coldness. Now for 
myself I could bear that quite well, be- 
cause I knew its worth and that some day 
the tables would be turned. And when, 
after such failures, I entered my lonely 
room, I was not unhappy; on the con- 
trary. But if, in such moments, I had 
to meet the anxious questioning eyes of 
a wife with the words, ‘another failure,— 
I could not have borne that! For a 
woman may love an artist, whose wife 
she is, ever so much, and even do what 
is called believe in her husband—still 
she cannot have’ the certainty of victory 
which is in his heart. And if she wanted 


husband for his non-success...... ugh! I 
cannot bear to think what a hell that 
would have been, at least to me.’ 

“Brahms uttered these words vehemently, 
in -short broken sentences, looking so 
defiant and indignant that I could. think 
of no reply; and only silently-reflected-ont 
the one hand, what fiery and tender, jubi- 
lant and sad love-songs the man had writ- 
ten, who, walking beside me, thought at 
that moment of his lonely condition; and 
on the other, what mental suffering the 
noblest and proudest minds have to bear 
through hard-heartedness and lack of 
comprehension of the world. ‘It has been 
for the best, added Brahms, suddenly, 
and the next minute showed his usual ex- 
pression of quiet content.” 


LESCHETIZKY’S 


Amon the great teachers of the piano- 
forte, even including Czerny, Clementi and 
Liszt, none ranks higher than Leschetizky, 
the teacher of Paderewski and many 
others. 
life, the Comtesse Potocka gives the fol- 
lowing account of how he came by his 
ideas in piano teaching. 

“Hearing Schulhoff formed an epoch in 
Leschetizky’s career. It was at an even- 
ing reception given by Dessauer in honor 
of the artist who had been so well re- 
ceived in Paris and whose concerts were 
announced in Vienna. ‘I well remember,’ 
says Leschetizky, ‘that drawing-room filled 
with musicians and critics, all expectation 
with regard to the artist of the day.’ He 
was, of course, asked to play, and ac- 
ceded with charming simplicity. After 
trying the piano and preluding a little, he 
began a composition of his—Le Chant du 
Berger. (In English, The Song of The 
Shepherd). Under his hands the piano 
seemed like another instrument. Seated 
in a corner, my heart overflowing with 
indescribable emotions, I listened. Not 
a note escaped me. I began to foresee a 


new style of playing. That melody, stand-. 


ing out in bold relief, that wonderful 
sonority—all this must be due to a new 
and entirely different touch. And _ that 
cantabile, a legato such as I had not 
dreamed possible on the piano, a human 
voice rising above the sustaining har- 
monies! I could hear the shepherd sing 
and see him. 


“Then a strange thing happened. He 


In her sketch of Leschetizky’s: 


PIANISTIC IDEALS 


had finished and awakened no response. 
There was no enthusiasm, They were all 
so accustomed to brilliant technical dis- 
play that the pure beauty of the composi- 
tion and interpretation was not appreciated 
“re Dessauer coming toward me, a slight 
sneer of disappointment on his face, asked 
me what I thought of it. Still very 
much moved, I answered, ‘It is the play- 
ing of the future.’ 

Sete ae Schulhoff’s playing was a revela- 
tion to me. From that day I ‘tried to 
find that touch. I thought of it constantly, 
and studied the five fingers diligently 
to learn the method of its production. I 
practiced incessantly, sometimes even on 
the table-top, striving to attain firm finger- 
tips and a light wrist, which I felt to be 
the means to my end. I kept the beautiful 
sound well in my mind, and it made the 
driest work interesting. I played only 
exercises, abandoning all kinds of pieces; 
and when my mother advised me to go 
back to them, I only answered: ‘Oh no! 
it is not ready—I shall not have it for 
three months!’ In the meantime, Schulhoff 
had conquered Vienna. Heard in a large 
hall, his playing produced the proper effect. 
His concerts were all well and enthusiasti- 
cally attended. The public, struck by the 
beauty of his cantabile, so new to: them, 
accepted his small pieces as I had—as 
revelations. He gave successful concerts 
in all the important cities of Europe. 
At the end of three months I was back 


at my work feeling less dry. I had attained 
my result.” 


uppermost rung of the ladder of 


months after a very strange thing 


‘program there figured an Elegy for S 


little work stood first in the second 1 
“the program. After the usual inter 


AN ODD COINCIDENC 


In his charming book of remin 
Sir Georg Henschel relates the f 
rather strange occurrence. “Tc 
whom I had the pleasure of see 
every day during his short stay 
don, seemed to me, though then ot 


even more inclined to intervals of m 
choly than when I had last met hin 
deed, one afternoon, during a talk al 
olden days in Petrograd and Mosco% 
the many friends there who were 
he suddenly got.very depressed and, 
dering what the world and all its 
strife was made for, expressed 
readiness at any moment to quit it. 
gratification I succeeded in dispel 
clouds that had gathered over his 
vision, and during the rest of the afte 
as well as the dinner in the evening, 
peared in the best of spirits. That 

last time I saw him, and less tha 


pened. What to call it, I know not. 

“The sketch programs of the s 
concerts”by the Scottish Orchestra, 1 V 
under my conductorship, were to co 
in November, had as usual, been 
and published several months. befo 
first concert, which tcok place i 
burgh, on November 3, 1893, and ¢ 


by Tehaikovski, written in mented 
departed friend. I had selected it 
example of the composer's art, as | 
deeply emotional and impressive, ev 

limited a scale and without the -col 
wealth of the full modern orchestr: 


tween the parts the members of the ore 
tra had reassembled on the platform 
for me. As I made my way through 
toward the conductor’s desk, one | 
gentlemen stopped me for a mo 
handing me the Evening News, 


Tchaikovski had died that morning: 


“Paganini’s command of technic, 
astonished the world in his day th 
attributed to the influence of the 
must now be considered part of 
ment of every modern virtuoso. I 
statement simply to illustrate th 
made in the science of the art.”— 


For twenty-one years, the Bow 
sion, of New York, has been g 
certs weekly for the benefit of hu 
licts. Dr. Hallimond, the supe 
of this. famous mission, says 
men who come to us are fig! 
fight. To them, music is as sti 
to soldiers on a battlefield. They 
us, many of them tired, discou 
heartened. The concerts cheer 
music renews their courage. It 
a great uplift. ‘ti 

“Music liberates the imagin 
makes a man dream dreams and 
It renews hope. It is a proved £ 
concerts have a therapeutic value 
work.” 

It seems that the audiences at 
certs prefer good music to jazz; 1 
naturally, considering the seriousr 
their situation. Jazz is for the th 
and the reckless ; not for the de 
distraught. 

. Dr. Hallimond points out a 
ing fact: “Music is the one thi 
give without being patronizi 
how tactfully one gives foo 
money or shelter, there is alw 
gestion of charity in a gift to 1 
tunate. “Not so with music. 
that can be given to rich and 
Then, too, music is impartial, 
direct gift to every one in the 
ence. And for those two rea 
no others, it has inestimable 
work of the missions.” 
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Allegro M.M 


4 


2 


2S SP I OR 


we 


en 


ree 


iy Teter je Teri 


| 
i 


K 


re 


4 4 4 4 


Wid 
7 


; al 
~ = 
CS Ss es gS SS es ee a ae 2 ee eee 


a — — — fa — ——- — i i — — — 2 ——— — 2 — —- 


1 
5 
British Copyrigh! secured 


4 


2 


abe ae 


s 7 + 


Cs 


CJ 


i ht 19%1 by Theo. Presser Co. 


Page 610 SEPLEMBER 1928 : D THE ETt 
In modern gavotté rhythm, demanding grace and elegance, Grade 3. 
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. Be progressive! 


DEPT. B-32 


SEPTEMBER 


Earna pee 


OF. 


19238 


Bachelor's Degree in Music — 
In Your Spare Time at Home 


Why don’t you, too, get new ideas to use in your teaching, 
make your work a réal nlestire and increase your income at the same time? 


You can use your originality, adapt the oe of a great atest to your teaching and gain independence. 


Twentieth Anniversary now being celebrated ! 


Founded in 1903 and advertisers in the EruprE columns since 1908. 


To ErupE readers we have offered sample lessons from our*courses—many are using thém with success 


Courses endorsed by the world’s greatest musicians—such as: 


I. J. Paderewski, eminent virtuoso. 


Walter Damrosch, eminent conductor of the 
New York Symphony Orchestra. 


Theodore Leschetizky, Paderewski’s great teacher. 


Emil Sauer, of the Vienna Conservatory. 


Alexander Guilmant, the world-famous 
French Organist. 


Moritz Moskowski, famous Parisian composer and teacher. 


No longer is it necessary for thé ambitious musical student to incur the expense 
of leaving home to study at an expensive resident conservatory. By the 
University Extension System the masters’ methods are taught in the home by 
easily understood lessons sent by mail. 


The Piano student has the marvelous teacher Sherwood to demonstrate just how 
he secured his incomparable effects. The Cornetist studies with the master 
Weldon; Crampton trains the voice of the singer; Heft shows how to interpret 
the soul of music on the Violin; Rosenbecker and Protheroe take the pupil 


+ 


through every phase of the study of "Harmony: Protheroe gives his authoritative 
instruction in Choral Conducting; Frances E. Clark gives the most practical 
methods in Public School Music; Frederick J. Bacon, the great banjoist; Samuel 
Siegel, world-renowned mandolinist, and William Foden, famous guitarist, give 
their methods for mastering these instruments. 


More than 200,000 ambitious men afd women have gained proficiency in these 
various branches of music by the University Extension Method. And to you we 
offer the same advantages which were given to them. 


Send Coupon for Special Limited 
20th Anniversary Offer to Etude Readers 


Many people want success but don't know how to get it. 


Most people seeking success are sincere enough in their desires—but they 
don’t know the way. 


Opportunity Can Either 
Make or Destroy 


Some day, you say to yourself, your opportunity will come. And it will. It 
comes sooner or later to almost everyone, giving him the chance to do bigger 


things and make larger profits than ever before. 


Put X in the [1 in the coupon to show which course interests you. 
Return at once and a catalog and full particulars of course will 
be sent you, with details of the 20th Anniversary offer—one 


which will mean a substantial cash credit on your tuition. 


University Extention Conservatory 


LANGLEY AVENUE and@ 41st STREET 
CHICAGO, ILL. 


Working blindly, groping in the dark, struggling against trained thinkers, is 
placing a tremendous handicap upon the person who wants to succeed, but who 
lacks definite, certain knowledge of the fundamentals that underlie all music. 


UNIVERSITY EXTENSION CONSERVATORY, Dept. B-32 
Langley Avenue and 41st Street, Chicago, Illinois. 


Please send me catalog, sample Iessons-arid full information regard- 


ing course I have marked with an X below. 
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THE NEW HALL OF FAME 


of Concert and 
Operatic Stars 


O 


N 


O 


Wherever cultivated people gather, 
current music is a topic of general 
conversation. 


Especially is this true of the present. 
For the pages of musical history are 
rapidly turning and the great names of 
yesterday's concert and operatic stages 
are rapidly being supplanted by new. 
World’s critics have acclaimed a New 
Hall of Fame. 


Do you know them? Know Chamlee, 
Easton, Danise—great stars of the 
Metropolitan Opera of today? 


Are you conversant with the current 
triumphs of Onegin, Huberman, Ney, 
Willeke, Dux, Karle—Strauss ? 


To bespeak the common knowledge of 
music which the social world expects 
of a cultured person you must be. 


On Double-Faced Records 


Now Brunswick offers the most distin- 
guished recordings of these great artists 
of today, on double-faced records . . . 
the world’s truest phonographic ‘repro- 
ductions 


Every shade and subtlety, every note 
and intonation is brought out crystal 
clear on these amazing records. For it 
was because-of superlative new quality 


in reproduction—a record years ahead 
of its time—that Brunswick was chosen 
as the most fitting means to perpetuate 
the musical achievements of this day 
to coming generations. 


Play On Any Phonograph 


Brunswick Records play on any phono- 
graph. Thus, regardless of which make 
of instrument you have, you can bring 
the entire New Hall of Fame into your 
home. 


Note, too, that all Brunswick Records 
are double-faced. Two selections on 
each record—a radical departure from 
the old single-faced celebrity record. 


Hear—Compare 


If your ear is accustomed only to or- 
dinary phonograph records, you are 
urged to hear a Brunswick Record. It 
will prove a revelation. 


“Mechanical” suggestion is refreshingly 
absent. Tones are sweeter, fuller and 
more beautiful. Even the upper register 
of the female voice is achieved without 
slighest tremor. All the world is turn- 
ing to the Brunswick Record. And to 
the Brunswick Phonograph. 


Your nearest Brunswick dealer will 
gladly give you a demonstration. 


THE BRUNSWICK-BALKE-COLLENDER CO. 
Manufacturers—Established 1845 


CHICAGO NEW YORK 


ma UN 


AUS Coe we Ba, 
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CINCINNATI TORONTO 


World-Great Artists 
on Double-Faced Records 


Of supreme importance to every 
family with a phonograph, is the 
recent decision of Brunswick to offer 
Famous Artists’renditionson double- 
faced records, 


It marks the first step of Brunswick’s 
nation-wide movement to place 
greatest artists and greatest music 
within the reach of every American 
home. 


Brunswick Gold Label Records 


Just twice the music as before! Two 
selections in place of one! An inex- 
pensive way to quickly acquire a dis- 
tinguished musical library. Start by 
obtaining three or four of these 
records from the new release each 
month. 


_ “eopold Godowsky, Richard Strauss, 


Elly Ney, Giuseppe Danise, Mario 
Chamlee, Max Rosen, Bronislaw 
Huberman, Florence Easton, Tino 
Pattiera, Claire Dux and other inter- 
nationally acclaimed artists of the 
New Hall of Fame will contribute 
continuously and exclusively for the 
new Brunswick Gold Label Records 


—the world’s truest reproductions. 


Play On Any Phonograph 


© B. B.C. Co., 1923 
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100 FAMOUS FIRST 
GRADE PIECES 


WITHOUT 
OCTAVES 


Consisting of the choicest assortment of Schirmer’s easy piano 
solos, the selection being based on each piece’s consistent demand 
according to sales records from publication to the present time 


a large class; and their addition to any 
teaching repertoire is certain to be stimu- 
lative. All the phases of elementary 
piano playing are representatively covered 
by the list: a handy reference in this re- 
spect is the large free pamphlet illustrated 
and especially noted below. 


HESE pieces, printed from handsome 
plates on the best music paper, 
ornamented with artistic title-pages, and 
presented with all the refinements of the 
best modern editing, are eminently desir- 
able from the standpoint of every teacher. 
In themselves they constitute a practical 
library of easy solos sufficient to serve 


Price Price Price 
Net Net : Net 
Barnes, Edward Shippen Kinscella, Hazel Gertrude Rogers (continued) 
rp 2 aie 5 2 Hop Scotch 35 
Jig 35 V illage Dance 3 Riower Waltz 35 
Becker, René L. Playing es ae Bedtime Song 30 
White Rose Waltz, Op. Marching On S Bird Song 30 
52, No. 9 35 ee ey) Shepherd as At Break of Day 35 
ullaby ¢ és 4 
Biedermann, A. Julius Ghpes 35 Ring Around the Rosy 35 
The Little Musician 35 Svening Song 35 Smith, Hannah 
The Old Manin Leather, Ding, Dong, Bell! 30 "The Brook. Op.8, No.2 30 
Op. 91, No. 2 35 At Twilight 35 Slumber Song, Op. 8,- 
Valse Favorite 30 A Jolly Time 35 No. 8 30 
Spring Flowers 35 Melody, . 8, No. 6 30 
eats s Blue, Op. 91, Loth, L. Leslie rentieg pee Op. 8, 
35 The Bobolink 35 No. 3 30 
I Tio e 7 ittle Pussy, Op. Teasing 35 F SEY. 
91, No. 9 35 Sunny Fields 30 Cres ae a an 35 
Ding, Dong, Bell! Op. March 30 Columbine Waltz, Op. 8, 
91, No. 4 35 No. 5 30 


Mana-Zucca 


Bilbro, Mathilde 


Cradle Song, Op. 8, 


The Week Song 40 Suniel Ope D Ueto ean 30 
I Wonder if the Lion Moonlight, Op. 50,No.2 30 Catch Me, Op. 8,No.12 30 
Knows 0 ‘ 
In Mammy’s Day 40 aria pe, 35 ery ted aint iater Pond 30 
Five Little Hunters and T i C Phase a OO eee Oe me 
the Big, Black Bear 40 he Cat . 35 Ding, Dong, Bell! ; 30 
AUIS 40 Old Noah Himself 40 Site Mary, Quite 
The Robin and the Ca- Neidlinger, W. H. je contrary 30 
nary 40 Dancing Under the The Por peer d, oO Ee 
May-Apples 35 aaa ae. 
Deen relay tage : y-Appies J 10, No. 6 35 
Jhen the Boat Tips Kis Ochinler, b The Merry. go-round, 
The Holiday 35 Naleéttc, On 20) No. tae Op. 14, No. 1 30 
The Birthday 35 Goblin's Midnight Pro- The Grasshopper 30 
Rocking the Cradle 35 cession, Op. 202, No.3 40 The North Wind Doth 
Christmas-Day Secrets 35 March Op 202. No. 6 40 Blow 30 
Boating-Song 35 gate Ce Sas Terry, Frances E. 
Engel, S. Camillo Orth, L. E. Under the Trees 30 
March to Re pat Op. Tiddledywinks, Op. 15, Broomstick March 30 
31, No. 30 = No. Ee é 30 Going to Camp 30 
Predrikses, Torvald Bred ane ESP) -19) 35 Tomlinson, Arthur 
, Uncle Petey’s Minuet 30 Sey, i Marching Song 35 
My First Waltz 35 devi oh Mother, Op. 5A March 35 
Mamma’s Two-Step 40 Nimb'- BingerssOpnts sf Parade March 35 
Little Estar) March 35 No. 1 see Sat 35 Evening Song 35 
Doll’s.Cradle-Song 30 Dance-Song 35 
Ball Dress 40 poe t Dance, Op. 
No 40 Van Gael, Henri 
Hackh, Otto Meiddy W altz; (Ops 242 Waltz-Lullaby 50 
The Tin Soldier No. 10 40 Webb, F 
Catchy, Op. 2230, Jack Straws, Op. 15, W. tea R. 
No. 2 35 No. 2 35 altz, Op. 82, No. 1 40 
Onthe Meadow. Dense Waltz, Op. 87, No. 1 35 
Rustique, Cp. 220, Rogers, James H. Williams, Frederick A. 
No. 4 35 Valse 30 Song of June, Op. 64, 
ee of phe eee ihe Hurdy-Gurdy Man 30 No. 3 40 
Mélocie, p. 230, he First Robin 30 Wyatt, Eugé: 
Ne. 3 35 Swing Me Higher! 35 Gacy uy 30 


Your regular dealer not only carries the 
*100 Famous First Grade Pieces’? con- 
stantly in stock, but he will be glad to 
arrange for you to examine them con- 


Special Notice: 
the 24-page, 
phlet issued as a Teacher’s Guide for 
the “100 Famous First Grade Pieces.” 
A thematic of each piece, unique refer- 
ence tables telling the various items of 
study for which the pieces are suitable, 
and much comprehensive information 
are its general features. 
be sent free upon addressing your 
regular dealer or the publishers. 


G. SCHIRMER, INC 
NEW YORK 


veniently and to make selections freely. 


Here illustrated is 


9x12, descriptive pam- 


A copy will 
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EVERY THINKING 
~ MUSICIAN ~ 


WILL WANT TO OWN SUCH AN 


IMPORTANT AND AUTHORITATIVE WOR 
HARMONIC MATERIAL AND ITS USES 


By ADOLF WEIDIG 


This comprehensive treatise ‘by a theorist of international re 
tation is a publication event that has aroused interest ever since it} 
first known Mr. Weidig was putting into available form for 
distribution the fruits of his wide experience as a teacher of theo 


The author exp'ains his text-book is intended as a practical gui 
for all serious minded students of theory, and the subject mat 
purposely been presented in as simple and,direct a fashion as pr 
Vivid tacts, told with unquestioned authority, make this story 
music theory one of fascinating interest. 


The Rules will be found to include only those necessary to a 
understanding of music in themaking. And they are given addi 
weight by having been derived from the application of the ac 
principles governing the works of the masters. Consequently the rea 
and the authority for a rule are so presented that the student may jt 
for himself the value and importance of each rule. 


There is nothing abstruse or needlessly complicated in the p 
tation of any phase of the subject. Guess-work is totally eliminated 
confusing ‘‘don’ts’’ have been reduced toa minimum. All the fae 
be easily assimilated, thereby becoming a real part of the stud 
growing musical understanding. 


An outstanding teature of the work is the attention paid to ori 
illustrations. The student is obliged to find corroborating example: 
the compositions he plays or hears which willlead to a thoro 
acquaintance with standard music literature. . 


Price $3.00 i 


OTHER MUSIC STUDY BOOKS OF PROVED VAL } 


ELEMENTS OF HARMONY ....................::ees sucess 
By Emil Barth 

Treats of the fundamental material of musical theory in a scholarly 

and extremely thorough fashion. A most dependable text-book in 
constant demand, 


HARMONY AND ANALYSIS. ces.eesccseee.- 
By Kenneth M. Bradley 
Covers the wide field of harmonic material according to a definite 
which the author presents in such a practical way as to be of great 
to the student. 


PIANO TECHNIC FOR CHILDREN...............0:.sseseesseeees : 
By Julia Lois Caruthers 

A Carefully worked out system of technical training in which the child’ 

natural love for imaginative action is utilized in a highly interes 

way as an aid for the development of finger facility as well as musi 

understanding. This system is now being used by many desciples o 

Miss Caruther’s training with great success. 


KEYBOARD HARMONY and TRANSPOSITION (3 vols.) each... 


By Anna Heuermann Hamilton 

A complete course of practical harmony which may be applied by t 
teacher directly to piano study. It has been generally accepted as o 
of the most useful works of its kind now before the public. 


PRACTICAL SCALE BUILDER...... oe cestiee sidllelsee oot e aaa 
By Robert J. Ring : 

“A most ingenious little book for the attractive presentation of 
scales’ says one well known educator and this opinion by an authori 

on the subject has been born out by the sustained popularity of the boo 


HOW TO TEACH PIANO TO THE CHILD BEGINNER. 


By Louise Robyn 
Cae of 36 lessons dealing progressively with material by which t 
child’s musical intelligence is guided in the proper channels, The auth 
has won distinguished success as a teacher. , 


COURSE OF FORTY LESSONS FOR THE PIANO........... 


By Allen Spencer 
A clear exposition of how to teach the piano beginner, child or a 
by one of the best known music pedagogues in the country. 


CLAYTON F. SUMMY CO. 
Publishers 
429 So. Wabash Ave. 
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MUSICAL RECITATION MILDRED ADAIR 


JAMES W. FOLEY Yes, Will - y is much bet - ter now; he 
It real -ly was quite far to school,too 
: He walked a-bout the yard a _ bit, but 
,; The blackboard was so ver - y high and 


did not look just right; He was so tired and list-less and he lost his ap -pe tite; He 
far for him, we knew, To walk in his en-fee-bled state, as he must al-ways do; He 
n oh, his step was slow! And once he got his gar-den .tools and brave - ly tried to hoe, But 
when he wrote for long His shoul-ders ached and it was plain he was not well and strong; And 


eT) ean 
> a ee an i 
| La a a a a 
Eh 
— 


did not open - ly complain, but plain-ly was dis - tressed And moped a-bout the house a lot and 
seemed to be so del - i - cate, and he said his good bye With such a plain-tive lit - tle voice and 
it was quitetoo much for him, the heav -y hoe he laid Up -on the groundbe - side him when he 


to. climbthe school-house stair, left him 


so . weakand spent He had to stop to get his breath be - 


lost his boyish zest. His voice we hard -ly heard at all, it was so weak and frail, And 
such a _ weary eye; And when he dragged his pee back home it was  pa--thet - ic quite, And 
rest-ed in the shade. And then he got him-self a drinkand wiped his sweat-ing — brow, Too 
fore his wavy he went. But’ he. is much bet - ter now ya - ca-tion time is here, And 


* so we took him out of schoolbe -  forehis health should fail; But now va -ca-tion time has come he's 
iz then to see him struggle with his chores to do at night, But now va.-ca-tion time has come,well, 
weak to do a thing he wished;but he is bet - ter now, For when the cir-cus  street-parade un - 


he just climbed t big roof barn while all his play-mates cheer; He’ll slidedown nowand land somewherein 


Lt Fa 


can hear him 


yell - ing“Slide!’for ful-ly half a mile. 


learned a-gain to smile, And you 

bless his lit - tle soul, He walks threemiles down to the creek with bait and line and pole. 
rolled its won-ders long, He walked threetimes a - cross the town and _ fin-ished good and strong 
our _old ap - ple tree, And we are all so glad, for he is well as he can be. 
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The New Way to Have Naturally Curly 
: Flair ALL the Time 


Some More Prize-Winning Photos in Country-Wide Contest for Users of the Famous 
Nestle Home Outfit for Permanent Waving by the NEW LANOIL Process 


“ ————_ — _1tnttic-——_—_—_—_-——-. 


Mother Curls “Three Daughters and Two Nieces.” School Girl “Waves Seven in Her Class.” 


=< = es famous New 
=. York hair genius, 
iS y Mr. C. Nestle, has 
Za : 
ASD I, created a sensation 
ell with his wonder- 
Ue 


Phair on child or adult naturally 
and wavy—not to stay for 
days” only, but for 


, 


in, shampoos, perspiration or fog. 
4 


am forever 
ugh with curling 
irons. and lo- 
writes one 
“My three 
iters, two nieces 
myself all have 
7 eurly hair 
anks to your 
Outfit.” 


_ Mother 
IL-Waved Sick 
laughter’s Hair 


‘Hittle girl was 
bed, when I 
her hair with 
clever  inven- 
writes Mrs. 
mother of 
from Walla 
Wn. “Her hair 


strated booklet 
f on request. 


_ June, we published several 
\otographs of prize winners in the 
cent LANOIL waving contest. 
'e here publish additional ones to 
trate the results which you too 
ay expect with your hair. Unless 
tu can come to the great Nestle 
ablishments in New York, where 
er 200 waves are given daily to 
ew York’s smartest women, the 
estle LANOIL Home Outfit is 
ly way you can get genuine, 
ly curly hair. 


urling Fluids Cannot Do 
the Nestle Home 
Outfit Does 


o-called hair stiffeners of the 
or paste type will not do what 
Nestle Home Outfit does. They 
defeated by perspiration, 
fog, or bathing, the very 
s which act just the oppo- 
y on hair treated by the 


kind makes such hair curlier 


aighter. 


es no special cleverness 
) me .@ uth te enjoyed 


} AYS, through every test of 


le Home Outfit. Humidity of © 


The Nestle LANOIL Home 
Outfit in Use. 
A single application gives 
you naturally curly hair. No 
breakage, frizz or harshness 
is possible.. The waving is 
comfortable and quick, the 
results are permanent and 
lovely, and water only makes 
them lovelier. Send the cou- 
-pon below for free booklet, 
or better still, directly for 
the Home Outfit itself on 30 
days’ trial at our expense. 
Free trial supplies are sent 
with it. Use them. Then 
wash your curls and waves. 
If you are not delighted, re- 
turn the Outfit, and your 
money will be immediately 
refunded in full. 


LANOIL-Waved Three Months Before 
This Photo 


Miss Lena M. Marrice, of Cornwall, 
Ontario, Canada, writes, “My hair is 
very blonde, of average thickness, and 
was waved by my friend with my Out- 
fit three months before this photo. I 
have wonderful waves—soft, long and 
lustrous, and am very thankful to you, 
Mr. Nestle.” 


waving Mother’s hair, and she en- 
joyed doing mine,” writes a 12-year- 
old girl. The new LANOIL Process 
is simple, it is safe. It is PERFECT. 
It means merely winding the hair 
on the Nestle curler, wetting it with 
the gentle LANOIL lotion, and 
slipping over the curler the little 
heater worked from your light sock- 
et. In seven minutes that strand has 
a natural curl of silken softness, 
and no amount of wetting, sham- 
pooing or rubbing will take away 
the curl you have given it. 


Miss Leona Brineman, 118 
Spring St., Keyser, W. Va., 
says, “My hai 
straight and very fine. When 
I curled it seven months ago, 
I had no idea it would last so 
long. Everyone thinks it is 
beautiful, and I am perfectly 
satisfied.” 


Curls and Waves That 
You Can Wet 

Imagine the comfort of soft, 
bright curls and waves wherever 
you go, in rain or sunshine. Imagine 
waking up in the morning with such 
curls and waves flowing over your 
shoulders, Imagine throwing water 
on them to see them become even 
curlier than before. 


The dainty apparatus which will 
give you such hair is perfectly safe, 
and fun to operate. We do not ask 
you to take it on our word. We 
will give you free supplies and thirty 
days to test it on your own hair, 
and we will take all responsibility. 


Sh v3 
Ss Gi : 


Her Hair Was Perfectly 
Straight 


. hair was perfectly 


Illustrated booklet 
sent on request 


Gladly Sent On 
Thirty Days’ Free Trial 
Send the coupon at the right with 
a money order, check or bank draft 
for $15 today. Or, if more conven- 


AGENTS WANTED 


We now have several hundred women 
and gitls who make a tidy, independent 
income by selling the famous Nestle 


Home Outfit in their own neighbor- 
hood. We are ready to employ more. 
If interested, full particulars will 
gladly be forwarded you. 


ient, deposit it with your postman 
when the Outfit arrives. It is 
distinctly understood that should 
you decide within 30 days’ test that 
your curls and waves are not as 
lovely, natural and permanent as 
you expect, you need only return 
the Outfit, and the entire $15 will 
be refunded immediately without 
deduction for postage, free trial 
supplies, or the use of the Outfit. 


We want you to have naturally 
curly hair—we want your home to 
be smong the 65,000 homes where 
the Home Outfit has made women, 
girls and children happy with nat- 
ural, silky-bright permanent waves 
and curls. Remember the Nestle 
LANOIL Outfit will last a lifetime, 
and can be used on as many heads 
as you desire. Do away with your 
straight hair troubles today by 
sending for this wonderful little in- 
vention on trial, 


Should you like more particulars be- 
fore ordering the Home Outfit on ‘trial, 
write for our freeinteresting booklet on 
Nestle Waving by the LANOIL Process 


NESTLE LANOIL CO., Ltd., Dept. E 
Established 1905 


12 and 14 East 49th Street, New York City 
Just off Fifth Avenue 


Her Husband Helped 
LANOIL- Wave 
Her Hair 


“My wave was done 
with the assistance of 
my husband in 3% 
hours,” writes Mrs. 
Amy Kiuzgz, Arling- 
ton,,, Ket In Ag he 
prefers close waves, 
we got that effect. I 
am exceedingly well 
pleased, Mr. Nestle, 
and consider LAN- 
OIL a great discov- 
ery.” 


Fill in, tear off and mail this coupon today 


NESTLE LANOIL CO., LTD., Dept. E 
12 &14E. 49thSt., New York, N. Y. 


I would like you to send me the Nestle 
LANOIL Home Outfit for Permanent Wav- 
ing. It is dis‘inctly understood that if, 
after using the Outfit and the free trial ma- 
terials, | am not satisfied, I may return the 
Home Outfit any time within 30 days, and 
receive back every cent of its cost of $15. 
I enclose $15 in check, money order, 
or bank draft as a deposit. 
O I prefer to deposit the $15 with my 
postman when the Outfit arrives. 
OR, check here..,..... if only free booklet 
of further particulars is desired. 
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INCE the dawn of history, man has con- 
sistently endeavored to govern his 
thoughts and actions by means of formule. 
The maxims of Confucius are to this day 
the foundation of all law in that great con- 
gress of people called China. Moses as- 
cended the sacred Mount Sinai and returned 
with tablets of stone upon which were en- 
graved the ten Commandments. Solomon’s 
Proverbs are more quoted and followed, 
perhaps, than his more poetic songs of 
love. The philosophic writings of Mo- 
hammed govern the lives and customs of 
millions of his followers in Europe and 
Asia to-day. 

The chemist assures us that the symbol 
H2O represents water, the physician at- 
tempts to regulate our food and drink ac- 
cording to his ever-changing theories of 
calories and vitamines, and the physicist 
explains away many of the physical mys- 
teries of life by means of a convenient 
fourth dimension. Beatrice Fairfax and 
Dorothy Dix, through the medium of the 
daily press, administer sugar-coated tablets 
of advice to clarify the life problems of 
the shop girl and the butcher boy, the 
policeman and the serving maid. And the 
late Willie Keeler, peer of all baseball 
players, summed up the whole art of bat- 
ting in the classic aphorism, “Hit ’em 
where they ain't.” 

It is not surprising, then, that the singer 
and the singing teacher should search the 
writings of the past hoping to find some 
comforting commandments, or that they 
should seek the guidance of some musical 
Moses to lead them out of the wilderness 
of confused thought into the promised land 
of vocal perfection. For it is always easier 
to accept the crystallized doctrines of the 
ancients, handed down from a remote and 
therefore sacred past, than to use the God- 
given attribute of reason and apply it to 
the solution of the problem of the day 
and hour. 

Think for Yourself 

To think for oneself, nevertheless, re- 
mains the highest test of a man’s character 
and of his individuality ; and the men who 
emerge from the ruck of the fight and who 
stand at the head of their professions, be 
they musicians, chemists or engineers, are 
the men who think for themselves. It is 
not for them to-reject the old wisdom, but 
to apply it to the art and the business of 
to-day; to extract the heart and soul out 
of its mysteries and to amplify it so that 
the world will be better and wiser for their 
short and comparatively unimportant so- 
journ in it. 

The knowledge of what has been done 
in the past in the art and practice of voice 
production is not far to seek. Ten thou- 
sand books exist, in every language, de- 
scribing with the utmost detail the action 
of every muscle, the function of every 
organ, the vibration of every resonant bone 
and cavity, the relative value of every 
psychic suggestion. Teachers are to be 
found to explain with their tongues and 
exemplify with their voices every principle 
of their ancient and honorable art. And 
in every civilized land (not to mention 
some that are still not wholly civilized) 

_ are to be heard singers of the greatest ex- 
cellence, willing to show, for a compara- 
tively small amount of money, to what 
perfection and beauty the grand old art of 
singing has been carried. 


Race and Language 

Whether or not the old Biblical tale, 
which relates that before the building of 
the Tower of Babel all men spoke one 
language, be literally true, it were idle to 
speculate here. We find, late in the year 
1923, clearly defined races and languages 
existing the world over, and each of these 
js associated with an unique and individual 
quality in the voices of the men and women. 
The Chinaman sings to the accompaniment 
of his three-stringed fiddle, in a tone and 
within a range of voice peculiarly Chinese. 


— 


The Singer’s Etude 


Edited for September 
By NICHOLAS DOUTY 


It is the Ambition of THE ETUDE to Make. This Voice Department 
“A Vocalist’s Magazine Complete in Itself’”’ 


Song and Speech: Nationality and Personality 


By Nicholas Douty 


{Epiror’s Norr.—Mr. Nicholas Douty, who for seventeen years has been the tenor 
soloist at the famous Festivals of the Bethlehem Bach Choir, is one of the foremost singers 


and teachers of America. 


His gifts as a composer are known~+to many. 


His Oratorio 


Repertoire in four volumes (one each for Soprano, Tenor, Contralto and Bass) is the latest 


step in collections of this kind 


singers must haye for their everyday work in Oratorio. 


and embraces just the material that students, teachers and 


The collection has just been 


published and is a monument to Mr. Douty’s musical and editorial ability. ] 


The deep and sonorous basso of the Rus- 
sian is recognized and admired everywhere 
as a racial peculiarity. The German, with 
his superb physique and his consonantal 
language, sings with a tone quality which 
those accustomed to the freer-throated 
vowels of the Italian designate as gut- 
tural. The somewhat nasal quality of the 


singing voice of the Semite, be he Jew, - 


Turk or Arab, is easily recognized. Melba, 
an Australian, and Nordica, an American, 
from Maine (to particularize), were prod- 
ucts of the same studio and sang the same 
songs; but the resulting tonal effects were 
entirely different. Ruffo, the Italian, Chal- 
iapin, the Russian, and Whitehill, the 
American, all baritones, have voices racially 
as well as individually distinct. Sembrich, 
whose magnificent art and lovely voice 
delighted us all a few years ago, had a tone 
quality quite as different from Galli-Curci 
or Garrison as was her race, her training 
and her culture. 

The alluring beauty of the voice of the 
Welsh tenor was well exemplified in the 
art of Ben Davies, Edward Lloyd and 
Evan Williams. One of the wisest of the 
present-day singers is John McCormick. 
He not only understands the art of sing- 
ing, but he also has the good sense to 
retain the unique Celtic beauty of his tone, 
whether he sings in English, German or 
Italian. That the world recognizes this 
racial beauty in his voice is evidenced by 
his recent great successes in Berlin ana 
other German cities. One remembers with 
a great deal of pleasure the performance, 
in Italian, of a Japanese prima donna. Not 
only her face and her physique, but the 
unusual color of her voice, made her 
Butterfly an individually Japanese figure 
which no other singer could hope to imitate. 

These racial and linguistic peculiarities 
of tone-color, resulting, as they do, from 
obscure racial differences in the structure 
of the vocal organs, are above all else to 
be preserved. By them the domain of the 
art of singing is eternally enlarged; with- 
out them it would tend toward a monoto- 
nous flatness and lack of variety. The 
present-day singers -and teachers should 
keep what is good in each and reject what 
is bad. 

At the foundation of all the art, stands 
the lovely bel canto of the Italians, free- 
tongued, free-throated, perfectly controlled. 
Surely the tact and taste of the French- 
man, and the beauty and resonance of some 
of his nasal vowels, are needed. From 
the German can be learned energy and 
strength and fine musicianship, and upon 
the operatic stage, the ability to synchro- 
nize the music, -action and light effects. 
The clarity of voice and good enunciation 
of the Welshman and Irishman, and the 
good-humored, practical, common-sense 


tone of the English, must also come in for 
their share of our appreciation and esteem. 

The United States of America is the 
meeting place for most of the races and 
cultures of the world; the melting pot out 
of which a new and tremendous people is 
being born before our startled eyes. All 
the phenomena to which I have attempted 
to call your attention are occuring here 
and now. It may be that the characteris- 
tically American singing voice has not yet 
arrived. However, the nation which has 
produced Nordica, Eames, Fremstad, 
Farrar, Homer, Garrison, Sundelius, Mary 
Garden, Bispham, Witherspoon, Bonelli, 
and a thousand others, is a living force to 
be reckoned with. One can easily imagine 
how, with greater facilities for study. and 
with a municipal opera house and sym- 
phony orchestra in every large city, the 
American singing voice might well become 
the greatest in the world. 


Personality 

Personality is the sum of all the good 
qualities of an individual, minus his bad 
ones. His physical strength, his mental 
alertness, his psychic intuitiveness, his 
imagination, his personal appearance, his 
neatness (or lack of it), his taste, his re- 
finement, his culture, all his physical and 
mental attributes, produce and project an 
unique and personal atmosphere which em- 
anates from him and excites in those about 
him a sensation of attraction or repulsion. 
“One leaves a little'of one’s self in every 
place and in every hour,’ says Sully- 
Prudhomme; and Emerson reminds us that 
the gift of one’s self is the only one worth 
giving. 

Looking in retrospect over the great 
singers of the past, one is astonished to 
find that it is the whole personality of the 
men and women, and not the voices alone, 
that returns to the memory. 

Personality and voice, indeed, seem un- 
divided, inseparable. Jean de Reszke, the 
cultured gentleman, beaw ideal of all 
operatic lovers, and Edward, his brother, 
huge in voice and Mephistophelian in coun- 
tenance; Plancon, the embodiment of grace 
and taste, with a voice at once liquid and 
sonorous; Lilli Lehmann, the Sieglinde 
of Sieglindes, and Ternina, with the richness 
of a mezzo and the range of a soprano; 
Krauss, of the silver tone, and Fischer, 
the cobbler-poet; Maurel, perfect alike as 
Valentine or Falstaff; Tamagno, tremen- 
dous in tone and stature, were personali- 
ties, not voices alone. 

“Who touches me touches a man,” said 
Walt Whitman; and no man can be a great 
singer without a certain greatness of mind 
and body. 

Caruso possessed almost all the finer 
qualities which make for success. To a 


Boston, New York or Philadelphia. 


superb physique, a strong and elas 
ynx capable of every sort of contr 
and relaxation, a short, thick neck, 
usually large sinuses, a free and unf 
tongue accustomed to speaking the le 
liest of all living languages, a nervous 
tem sensitive to every impression, 
gay and cheerful temperament, were 
by time and study, much wisdom, 
ing good taste, and last and greatest 
the soul of an artist. ‘Upon his 1 
ne’er shall look again.” 


The Singing Teacher 


All the great cities are fed by 
country surrounding them. From 
country comes not only the means of | 
tenance; but also the best and stro: 
of the country-bred boys and girls i 
tably gravitate to the large cities to 
in the higher schools or to go into bu 
Indeed, the city has no excuse for exis 
unless it be the fountain head from wl 
is disseminated knowledge and culture, 
and trade. ia 

The greater the city, the more it 
offer in the way of opportunity, esp 
in the study and practice of the arts. 
the cities alone the musician, the nove 
the poet, the dramatist, the painter and 
sculptor can find an audience sufficient 
size to keep him from that dire po 
which stifles his effort and dulls hi 
spiration, Therefore, it is the ambiti 
every student in the Far West to liv 
work in San Francisco or Los Ang 
of the Middle Western boy to st 
Chicago, Cincinnati or St. Louis; o: 
Easterner to get his technical traini 


Thus it is of the utmost importance 
those who guide these young and ing 
spirits along the way to Parnassus s 
be of the best and highest type. i 
must be not only scholars; they must 
also gentlemen; not only teachers, but all 
personalities. Fe 

The art of teaching singing depends 
alone upon knowledge and the ability 
impart it. Many an able, thoror 
schooled musician, wise in all the me 
of the past, whose thoughts are clearly 
fined and who speaks the English t 
with exactitude, remains neverthel 
teacher of the second class because of 
defect in his manner, in his char 
which he is unable to overcome or even 
perceive. “ 


Many-Sided Teachers Needed 
If my definition of personality be ¢ 
cepted, this defect takes away so 
from the sum total of his merits that. ]] 
personal rating is not very high. He mj 
be pompous instead of dignified, bad 1 : 
pered, or careless in his behavior of é 
dress. Or it may be that he has not | 
up to date; that he himself has ceased’ 
be a student, and that he is content 
the knowledge of ten years ago inste 
being abreast or even ahead of his 
Or he may not be physically strong e 
to impress upon his students the treme: 
importance of physical health and e 
upon the voice. Perhaps he may not t 
the psychic poise necessary to awaken 
his pupils the understanding that, it 
the body alone, but the soul also, 
sings. Perhaps he is not enough of 
to vibrate emotionally to the words 
songs, or dramatist enough to visualiz 
situations in the operas which he te 
The modern singing teacher in the gr 
city must be such a many-sided 
being. He must understand music 
something of its history. Neither poe 
nor the drama may be closed books to 
He must dress well, have pleasant mam 
and good morals. Languages, too, he 
know, and something of stage technic; 
how to talk, and how to walk. He a 
know how different colors look unde 
influence of stage lighting, or his il 
will present a bad appearance in their ‘i 


j 
i 
4 


* 


“Style, tradition, interpretation, 
more than mere words to him, 
can his pupils be made to realize 
erences in the mode of singing Bach 
di, Wagner and Puccini? 

e and beyond all, he must have a 
--flagging enthusiasm to keep his 
ls eternally spurred up to the mark, 
‘a personality of such strength and 
viduality that each difficulty may be 
‘and minimized so that it may be the 
e easily overcome. ; 

he be lacking in any of these qualities, 
; not a fit guide for those energetic 
fs, the best blood in our land, who 
e the freedom and the plenty of the 
ry for the already over-crowded 
d to whom belongs the future of 
and craft and business in this great 
try of the United States of America. 


An Aesthetic Art 
By W. J. Henderson 


act of singing is an aesthetic art; 
in anatomical study. It begins with an 
dwelling in the realm of the concep- 
onal beauty; not in the domain of 


lem of the great masters of the early 
was to ascertain the best way of 
- beautiful tones on every vowel 
throughout the entire range of a 
»; not to find how to operate certain 
the body and decide that such 
‘ought to give the tone. They 
from the tone to the operation; 
om the operation to the tone. Too 
odern theorists seem to proceed 
ter way, and that is why they build 
plicated and unnatural processes 
nfuse students and do incalculable 


“The Art of the Singer” Published 
by Charles Scribner’s Sons.) 


Plan | 


By Nicholas Douty 


‘ 0 many singers are content just to 
a song with good tones, good time, 
phrasing and good enunciation. 
h of these things is first-rate and the 
tion of all of them is, in its way, 
excellent; but it is not enough. To 
he vernacular of the stage, it often 
“get over the footlights.” 
‘singer must learn not only to look 
g in its details of tone, time and 
but also to plan with his intellect 
effective delivery. Practice helps 
unfortunately, practice is all 
but the brainless repetition of 
and this sort of practice inevi- 
es this most vital point. A plan, 
it be for a building, for a picture, 
conduct of a business, the sailing 
tt in a race or for the delivery of 
g, is, after all, a mental thing. First 
a comes into being, long before it 
put into execution. The orchestral 
plans how his symphonies shall 
; the actor plans his make-up, 
e business and the varying tone- 
his voice; the pianist thinks out, 
fore his public appearance, just how 
shall sound and where the cli- 
[ the recital shall come. The result- 
@ "ect upon the audience is called the 
_ (or actor’s or conductor’s) con- 
a word which conveys an impres- 
; so much of a physical action as of 
ous mental preparation. 
3ispham was a most remarkable 
the value of intellect and plan 
knew not whether to admire 
as an actor or as a singer. 
ning to end, his con- 
ntelligent and con- 
> 


’ 
| Pe 


ect movement of muscles. The 


tr 
sistent, viewed from every angle of voice, 
make-up and action. 

Writing upon this subject a hundred 
years ago, the great French critic, Fetis, 
said: “An air or a duet, according to the 
great singer, Garat, did not consist alone of 
well-sung or well-performed phrases. He 
desired a plan, a gradual progress, which 
would lead to his great effects at the cor- 
rect moment, when the musical excitement 
had reached a climax. When he spoke of 
singing a piece according to a well-defined, 
preconceived plan, he was seldom under- 
stood, even musicians finding his words 
upon this subject exaggerated. But when 
he joined example to precept and demon- 
strated his theory by-singing an aria with 
all the different tone-colors of which he 
was master, they understood how much 
thought and study were necessary to ar- 
rive at perfection in the art of singing, 
which art, at the first glance, seems des- 
tined only to give pleasure to the ear.” 


Nothing But Personality 


Amone the works of. man, it is said, 

personality counts. We might go further 
and say that there is nothing but person- 
ality. : 
Sallie James Farnham, the sculptress, 
is reported the other day as saying: “In 
my judgment, the personality of an artist 
should determine the particular aspect of 
the subject chosen to depict. I believe that 
the artist works from within to express 
individual ideas, and both subject and treat- 
ment are matters of individual inspiration. 
Artistic inanities are my pet aversion.” 

All this means that there is nothing so 
significant in the world as the spirit in 
man. It means nothing is so interesting 
as the mysterious force of personality. 

It is but another way of looking at the 
same truth which was grasped by religion, 
that only the soul.is worth while: 

Not only your features and form and 


~ words and deeds express yourself, but ev- 


~erything you produce also does the same. 
If you build a house it will be a picture of 
your taste, your choice, your good or bad 
workmanship. 

All that makes the music of Richard 
Wagener differ from the latest jazz music 
is the difference between the soul of Wag- 
ner and the soul of the jazzite. 

You cannot speak the old, familiar words 
of your language, words that have been 
used by millions of others millions of 
times, without flooding them with your 
personality. 

You cannot sit or stand or walk without 
your biography. 

The kind of clothes you wear, your 
tastes and‘selection and your way of car- 
rying them, is an index of your mind and 
heart. 

So also the great earth and everything 
upon its surface, and all the starry globes 
above it, are but indications, words, marks, 
clothes of the great creative Mind that 
made it all. 

Nothing is reality but spirit. All mate- 
rial things are signs and symbols of spirit. 
(Dr. Frank Crane in the Evening Bulletin.) 


Mozart’s Fecundity 


Mozart, during his very short life, 
wrote 18 Operas, 2 Oratorios, a Requiem, 
many Masses, Graduals, Offertories, 
Hymns, a Te Deum and other sacred 
compositions; over 30 Symphonies, 23 
Piano Concertos, several Concertos for 


other instruments, 6 Quintets for Violin,- 


31 Sonatas for Piano, many other Com- 
positions for Piano and for other instru- 
ments, many Songs, Cantatas, making a 
total of 626 Compositions of all kinds, 
without counting the compositions that 
were lost, unfinished and uncertain. 

He wrote at the rate of over twenty 
compositions a year. And to consider that 
Mozart died before having reached his 36th 
year of age! . 
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IVERS.§ PoND 


Length, 5 fl., 3 inches 


The Prices: Grand 


The favorite piano of the day is the small grand. 
Above is shown the most popular [VERS & POND— 
our “‘New Princess Grand.’’ Its dainty Colonial 
lines, exquisite finish, delightful tone and touch, 
mark the highest development of its type. 


IVERS & POND 


PIANOS 


whether smallest upright or largest grand are of 
one quality only—the finest. Their 
supremacy in the musical world is witnessed by 
their use in more than 500 Conservatories and 
Schools and 70,000 discriminating homes. 


How to Buy 
Wherever in the United States no dealer sells them we 
ship IVERS & POND. pianos from the factory. The piano 
must please or it returns at our expense for railroad freights 
both ways. Liberal allowance for old pianos in exchange. 
Attractive easy payment plans. 


For catalog and full information write af once. 


Ivers & Pond Piano Company 


141 Boylston Street 
BOSTON, MASS. 


Please mention THE ETUDE when addressing our advertisers, 
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SUMMY’S CORNER 


To have music, ‘as Schumann said, ‘“‘in the head and heart’’ is the 
basic principle on which modern music teaching rests. The child of 
today is taught from the very beginning to hear music, thereby 
learning at once to employ music as a. vital means of expression. 
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The most progressive thought in music education is authoritatively 
set forth in the text books listed below. Ambitious teachers will 
find acquaintance with these books a real incentive to further progress. 


DICTATION STUDIES in Melody and Harmony for Children 


By Mary Frances Frothingham 
With an introduction by Julia Lois Caruthers 


THE ELEMENTS OF MUSICAL EXPRESSION 


By Jessie L. Gaynor 


A Manual for ear training 


PRIMARY COURSE IN EAR TRAINING AND MELODY WRITING...... $.40 


By Bessie Williams Sherman 


For Building the Technic 


THE LITTLE HANON (Summy Ed. 100) 
By Robert-J. Ring 


CLAYTON F. SUMMY C0., Publishers 


429 South Wabash Ave. CHICAGO 


Mis’ Rose 


Lyric by R. R. Kirk Music by William G. Hammond 


—A Truly Good Song— 


Nicholas Douty 


Distinguished Voice Teacher and 
Soloist of the famous Bethlehem Bach Festivals 


commends this song 2 
NICHOLA. DOUTY; 


Mis’ Rose’ is a charming, captivating song that 
makes an artistic number for concert use. It is an ideal little song for teaching 


High Key in F (range d to F) Low Key in G flat (range b flat toD flat) 
PRICE, 50 CENTS 


THEO. PRESSER C0., Publishers, PHILADELPHIA, PA. 


Established 1883 -s- 1710-1712-1714 Chestnut Street 


STUDY HARMONY 
and COMPOSITION 
under the persona! 

by MAIL instruction of Dr. 
Alfred Wooler, winner of Interns- 
tlonal anthem competition, 1911, 
A simple, concise and practical 
course. Send for prospectus and 
rates. Composers’ M88. corrected. 


ALFRED WOOLER, Mus. Doc. 
A171 Cleveland Ave., Buffalo, N. Y. 


D. A. CLIPPINGER 


Author of 


Systematic Voice Training 
The Head Voice and Other Problems. 


Trainer of Singers 


617-618 Kimball Hall, Chicago 


sod, “VIRGIL” 


-OFF TO THE HUNT. .75cts. To Teachers 25 cts. each’ 
Order from VIRGIL CONS. .°. 120 West 72nd St., New York 


“$1.25 
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nose (upper front face). 


Distinct Enunciation in 
Singing 


By Karleton Hackett 


RemMeMBER that you are singing the 
words, not speaking them. The essential 
difference between singing and speaking 
is that singing is sustaining a tone upon a 
definite pitch, whereas in speech the tone 
is not sustained and there is no definite 
pitch. Sustaining the tone upon the pitch 
means prolonging the vowel sound, and 
this is singing. 

If you can sustain a vowel sound of 
pleasing quality there is some sense in 
learning how to form it into a word, since 
it will be good for something when you 
get it done. If the tone in itself be not 
pleasing it makes little difference whether 
or not you form it into a word since no- 
body will care to listen to it. 

The enunciation is done with the lips, the 
teeth and the tongue. Say these words to 
yourself and you will find it to be a fact. 
If the tone is well produced it will How 
freely into the front of the mouth where 
the enunciatory organs can mold it into 
syllables to the best advantage. But it 
must be the sustained tone of song’ or it 
will clog somewhere and be of poor 
quality. Young singers, in their desire 
for distinct enunciation, lose sight of this 
fundamental fact and think the words 
from the standpoint of speech. In so do- 
ing they lose the vocal poise, interfere 
with the frecdom of the tone, and conse- 
quently produce a poor quality, 

If in the desire for clear enunciation you 
do anything which interferes with the 
freedom of the tone production, you injure 
the quality of the tone. But if you have a 
really free tone production and understand 
the principles of distinct enunciation in 
singing you can make the words perfectly 
clear. But, like everything else of value, 
it takes brains and hard work. 


The Basis of the Old Italian Method 

The fundamental principle of the old 
Italian method of singing was based. on 
this fact: The beauty of the tdne quality 
came as a result of the freedom of the 
tone production. This is as true in 
America today as it was in Italy two cen- 
turies ago. If you produce a tone of 
beautiful quality, your voice will have value 
because people. will like to hear you sing. 
This is the true reason why it is worth 
while to master the technic of singing. 


Certain Teaching Devices 


By Frederick W. Wodell 


For bringing to the pupil a conscious- 
ness of the location of vibration in the 
upper front mouth the use of consonantal 
combinations, such as sung V, TH as in 
“then” and Z, followed by E (as in zeal), 
or by A (fate), and then by OO (food) 
and O (no), making certain that the 
sound of the consonant is continued over 
into the following vowel, are useful. As 
is well known, the consonants M, N, and 
the dipthong NG (siNG) are much used 
for developing a consciousness of the loca- 
tion of vibration across the bridge of the 
A later combi- 
nation, still more useful, because it can 
be done with slightly open mouth, as we 
have to sing when a word begins with a 
vowel, is the combination sometimes repre- 
sented by “Hnh” or one of the French 
sounds of “en.” 

To insure success in this planewent of 
the tone, principles numbers one and two 
must be brought into play. 

It is sometimes useful, in seeking to 
realize the location of the upper range 
in the upper-back head (as advocated by 
Francesco Lamperti for all tones above 
E flat) in the woman’s voice, not only to 
secure the natural smile in the face and 
in the sound, but also to stress slightly the 


as. though endeavoring gently to blo 


-the-pupil to will a little darker color of # 


‘to will a sensation as though ther 


expansion at the upper back’ just. ur 

the shoulder blades, and to bend the he 
and the figure a very little. At times # 
use of “Hah” with a very slight aspirali 
one that cannot be heard, and is scareé 
telt by the singer, on ascending passa 
in thought directing the tonal vibratioy 
rising like smoke, upward and backwat 


nose by way of the upper back head wh} 
singing, will materially assist in this “ 
voice” placement. This “Hah,” used 
light staccato tone on an upward octaj 
skip into the upper range will often | 
cover “head voice’ to the pupil 
quickly than any other device. 

A tone well placed in the upper me 
and face, is the best possible prepara 
for running unconsciously into head y 
as the scale ascends. There is no one pi 
upon which one changes into head 
The only rule is that given by Lampe 
Do not allow yourself to postpone wil 
the head voice sensation on ascending | 
sages later than upper E flat. Head 
may be used for soft singing at much lo 
pitches. 

Stockhausen rightly advocated a 
position of the larynx, retained, for 
clear singing of florid music. This co 
position of the larynx is best obtained, 
that without thinking of where the lai 
is, by. securing the correct placement af 
keeping the control of the breath at 
lowest possible point in the body. Thi / 
to say, by what is known as deep breathy 
As a teaching device for securing a mi 
mally low, instead of an abnormally hij 
position of the larynx on high pit 
and in florid singing, it is useful to! | 


1 


in the voice than is usually require 


little double-gate low down in the 
which opens downward rather than upwe 
as each successive pitch upward and d 
ward is intoned. The holding in th 
the placement of the tone combined ¥ 
this downward “gating,” usually 
the clear yet legato delivery of rut 
passages and ornaments quite easy. © 


The Taking of the Sing! 4 
Breath 


; 4 () 
By Frederick W. Wodell 


Gictr, the favorite tenor of the Me 
politan Opera House, sings with such 
tone and such artistry that he is deck 
to be now the possessor of the most Dijp 
tiful voice among all known operatic t 
He is still a young man, not thirty+! 
and still a student. Recently he talked ¥) 
a representative of Musical America, al 
voice production and singing. He ‘acy. 
cated inhaling through the nose, as leay\y 
the vocal apparatus in the best positic 
the emission of good tone, to say ni 
of being the correct method from 
of view of the hygienist. 

“Without proper breathing,” sai 

“there can be no excellence of tone= 
out proper formation and presentati 
the vowels, respiration is of no avail 
ever correctly it be carried on. 

“Throw the vowels up to the r 
ing ‘board’ above and back of the 
Mr. Gigli urges. “The five Italian vi 
so handled become the stepping-stone: 
which the concomitant consonants — 
The arching chest, the opened thro 
propelling yet nicely governed force 
breath—these bring the tone to the 
nator’ in'the head whence the desire 
is thrown out just as the singer will 
artist then has it within his power t 
whatever he will of what he is singi 

“From animals we learn how ee 
Does the horse gasp for breath f 
exertion, through its mouth? No. 
breathes through its nostrils. That 
man was given nostrils and the nas 
ties—to be used for breathing. 


monGc the singular “Confessions” of 
1 Jacques Rousseau, there is perhaps no 
= amusing incident for music lovers 
1} his arrival in Lausanne. He was 


ig, set up as a vocal teacher—‘‘Behold 
a singing master, without know- 
how to note a common song: for if the 
or six months passed with Le Maitre 
organist) had improved me, they could 
be supposed sufficient to qualify me for 
1 an undertaking.” 5 

his boldest attempt at bluff was yet 
ome. He must needs appear as a com- 
ar. “Being presented to Monsieur de 
ytorens, professor of law, who loved 
ic and gave concerts at his house, noth- 
would do but I must give him a proof 
ny talents, and accordingly I set about 
posing a piece for his concerts, as 
y as if I really understood the science. 


“The “Etude” and the Movies 
‘He ETUDE: : 


playing for the “movies” one finds that 
x eoncern is playing right music at 
ht time. As an amateur I found this 
at difficult. My first plan was to 
my music in two lots, one of quick 
music such as marches and. dances, and 
er of a more slow, sentimental and 
g style. Among these lots I included 
pes” for numbers in- them which 
yery appropriate, but this plan was 
it made my music so heavy to carry 
om the theater. |. 
finally adopted this plan. From my 
stion of Erupns, old and new, I selected 
numbers which I found best suited to 
ie’ use, and with which I was thor- 
familiar. These I removed and bound 
es with narrow strips of firm white 
Two pieces of strong cardboard, 
with dark green enamel and then 
, formed the cover for my new book. 
h the cover and the sheets I had pre- 
to insert, I punched holes and pur- 
rings of correct size to hold them 


most important feature was the man- 
in which the music was arranged. I 
number of white sheets the same size 


‘the edges. On the left side, the holes 
of course punched, on the right side 
ed colored paper so placed that the 
‘one would come directly below the 
zg one. On both sides of these I 
a certain type of music, such as 
slow, waltzes, marches, religious or 
1s. 

e use of my book I am able to turn 
econd to the class of music which is 
able to the subject on the screen. 

is also no limit to material. [, 
th sides of the sheets reinforced and 
nehed sa that when one piece has 
ved a number of times, I can remove 
le it according to the character of 
the other side. Then my new BTuDE 
mething fresh each month to’ add to 
y which is already large. 


Gracp G. CARNEY. 


Dr. Crane’s Success 


‘UDE : 
*y 


a a. and helpful article by 
Crane you published in the Sep- 
upp. It is a fine thing to have 
ot Dr. Crane’s authority come out 
y and say that nearly everyone has a 
ey for music. - 
iS a surprise to me and I suppose to 
his constant readers to learn that he 
usician and especially that he ever 
music. I am glad to learn that 
thinks that the various reproducing 
10) of to-day are an aid to musical 


ns to me that it was a good thing 
Crane did not have anyone to give 
at he terms the craftsmanship in 
t the start. No doubt he received 
) late, but if he had begun with it, 
ot have killed what he terms his 
vision? As he says, the vision, tae 
ding is the important thing. 
r. Crane such a success at every- 
eems to undertake? It seems to 
answer is in his study of Wagner. 
at he did not like the first opera 
that he heard did not prevent him 
in Europe hearing many of them 
rned to like them. Meny other 
ve tried to do the same thing but 
difference. Before he went to 
eras he not only read up all 
them, but he also played and 
i all the motifs. Everyone will 
t this is 
ople 


a 


who have tried to under- 

operas have taken the 
- is suecess is the result 
e 


to t that rked 
e to sugges: at a ma 

to the school boards, especially 
hools, that they may read his 
isic in the pchools, |. = 


- 4 


ap Erupp sheets except that I allowed. 
th to fold back on either side to rein- 


the proper way to do; but. 


Rousseau’s Fake Composition 


I had the constancy to labor a fortnight 
at this curious business, to copy it fair, 
write out the different parts, and distribute 
them with as much assurance as if they 
had been master-pieces of harmony; in 
short (which will hardly be believed, 
though strictly true), I tacked a very 
pretty minuet to the end of it, that was 
commonly played about the streets.” 

That minuet saved the day. As might 
be expected the faked composition was a 
terrible mess. “No, never since French 
opera existed was there such a confused 
discord! The minuet, however, presently 
put all the company in a good humor; 
hardly was it begun before I heard bursts 
of laughter from all parts, every one con- 
gratulating me on my pretty taste for 
music, declaring this minuet would make 
me spoken of and that I merited the loud- 
est praise. It is not necessary to describe 
my uneasiness,” 


Lively Letters from Active Etude Readers 


How far in advance of the times his 
parents must have been to have allowed him 
to fool with Mozart's Twelfth Mass on the 

_ family melodeon! How many families with 
six brothers sing these days? I wonder what 
his father’s congregation thought of the 
family life. 

{ know lots of congregations who should 
read his thoughts on congregational singing. 
How many churches are dying to-day because 
of this lack of “giving out!” What a vital 
thought this is for music teachers! Both the 
teacher and the pupil must give out all the 
time to be successful. How difficult it often 
is to make the pupil realize this! 

Please let us have some more of Dr. Crane’s 
splendid aricles. 


RUSSELL SNIVELY GILBERT. 


Keep Cheerful 
To Tur Hrupn: 


It always seems to me that the cheerful 
teachers are the busiest ones. Keep cheerful, 
sister. Perhaps you will say that the teachers 
are cheerful because they have the business. 
I don’t think so. I know that I send my 
trade to the store where I like to meet the 
clerks. Everybody does and they pick out the 
most cheerful clerks in the store if they can 
give the right kind of service. 

“Teacher, you're always smiling,’”’ said one 
of my little pupils, one day. That meant lots 
to me because on that day I had a-streak of 
what the boys call “bum luck,” and it was 
hard to smile. 

Keep cheerful! When folks begin to com- 
plain, find fault and make sour faces, let them 
know that you are too busy to listen. I like 
Tue Ervupn because it always looks on the 
best side. Some of the editorials are like 
tonics. Let’s: have more articles like “Turn- 
ing the Practice Hour Into Play,” in last 
October’s Erupr, and more pieces like the 
Mazurka, of Delibes, in the November Brupn, 
and the Adoration in the December Erupn. 
Does Adoration come as a song? 


Mrs. Davip LANpDow, 
Illinois. 


(Ep1Tor’s Nore: Adoration, by Borowski, is 
one of the most famous of violin solos, Its 
popularity led to a demand for it as a piano- 
forte solo, and accordingly it was published 
in that form first in the December Erupn. It 
has never appeared as a song.] 


Discovers Her Real Difficulty 
To Tum Hrupp: 


I love l'un Erupp, because it helps me most 
when I am discouraged most. Keep on en- 
couraging the timid. Music .study is very 
discouraging to most people. My family say 
that: I am nervous and shouldn’t mind, that 
all the musicians who have succeeded have 
been discouraged. I read THe Erupr from 
cover to cover and it cheers me up. 

That article in December, by Scharwenka, 
was wonderful. I tried out the exercises and 
was surprised to find that much of my trouble 
was not because I was not practicing right, 
but because my arm muscles were weak. This 
discovery was worth everything to me, as I 
was getting very much discouraged because I 
was not getting ahead. You have no idea 
what THe Ervupr means to us who have to do 
without a teacher. Just think of getting all 
this advice and instruction for what we pay 
for THE Hrupg. How is Htude pronounced? 


Mary A. OTTINGER, 
New York. 


(Eprror’s Note: Htude, meaning “a study,” 
is a French word which is pronounced by the 
French something like ‘‘Hh’-teed,’’ with the 
accent on the first syllable. The generally ac- 
cepted American pronunciation, however, is 
“Ay’-tood.” While there is no authority except 
usage for the American pronunciation, it has 
been so widely adopted that it now sounds 
affected to employ the French version.] 


Untm you learn to think an hour for 
every hour you play, you have not learned 
to study —LescHETIZzKy, 
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Cihe Spirit of the 
Master Builder 


Still Lives after a 
Hundred Years 


CENTURY AGO, Franz Brambach, 

master piano craftsman, set up a 
standard of workmanship which has en- 
dured until this day. In the great Bram- 
bach work-rooms, the piano is held as 
more than a mere assembly of wood, of 
metal and of ivory. It is considered 
almost a living, singing entity for the 
inspiration and culture and entertain- 
ment of mankind. 


And this pride of craftsmanship finds 
its tangible expression in the Brambach 
Baby Grand. Its wondrous tonal quali- 
ties and instant responsiveness are com- 
bined with a quiet restraint of design and 
finish so valued by the true musician. 


You may now enjoy a Brambach Baby 
Grand in a small studio or apartment; 
for it takes no more space, and costs no 
more, than a high-grade upright piano. 
1@ Sold by leading dealers everywhere. 


ACH 


BABY GRAND ~~s635 


Send the coupon for an interesting Brochure and a 
paper pattern showing the exact space this piano takes. 


6 


and 


up 


THE BRAMBACH 
PIANO COMPANY 


NEW YORK CITY 


Makers of Baby Grand 
Pianos of Quality Exclusively 


Fill in and mail this coupon. 


BRAMBACH PIANO CO. 


Mark P. Campbell, Pres. 
640 West 49th St., New York City 


Please send me paper pattern showing 
size of the Brambach Baby Grand. 


Name... 
Address 


Please mention THE ETUDE when addressing our advertisers. 
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HE correct management of the breath 

is the foundation of all good singing; 
and yet it seems to be, to a very large 
extent, woefully disregarded among choral 
singers generally. : 

The ordinary “speaking breath’ is 
insufficient for singing, as only a part of 
the lungs are used, while in singing the 
whole of the lungs should be used, because 
more breath is needed in sustaining tone. 
A full, expanded chest acts as a resonator 
and also enables us to sing for a much 
longer period without fatigue. Further, 
faulty breathing is one of the chief catses 
of singing out of tune, poor tone, weak 
expression and bad phrasing. Control of 


the breath is therefore of paramount im- | 


portance for good voice production, it, is 
the motor power of the voice. Strive, 
then, to acquire perfect control of the 
breath so that it may be steady, even and 
uninterrupted, turning all the breath into 
good tone. 

A few words then on how to proceed: 

Stand erect with both feet firmly on the 
floor. Do not raise the shoulders; but 
try to expand the lower and side walls of 
the chest. Close the mouth and take a 
deep breath through the nostrils. Hold 
the breath for a few seconds, expire very 
slowly through the mouth. Gradually 
increase the length of the exercise as 
progress is made. 

Commence thus: Inspire four seconds, 
hold the breath two seconds, expire eight 
seconds. Just a word of caution. (a) Do 
not waste breath on the first count; keep 
the breath in check. (b) Do not “over- 
crowd” the lungs with air. 

This exercise not only will help you in 
singing, but also will benefit your health 
by increasing your vital capacity by 
strengthening your lungs. Endeavor to 
breathe habitually through the nostrils, as 
the air is warmed and filtered before 
entering the lungs. 

Do not perform this exercise spasmod- 
ically and expect good results. Systematic 
practice will bring its reward. In a word, 
then, breathe through the nostrils at the 
commencement of a song and during 
long rests; in all other places breath 
amust be taken through the mouth. 


* 


' Tone Production 

Good tone may be described as that 
which satisfies the educated ear. In many 
cases bad tone is made with far more 
trouble than is necessary to obtain good 
tone, 

One of the most important factors of 
good tone is control over the formation 
of the mouth, which fulfils the duty of a 
resonance chamber. The mouth should 
be always well open, and any sign of the 
breath being directed into the nasal cavi- 
ties should be at once checked, as_ this 
results in an unpleasant nasal tone. 

All tone should be produced “well for- 
ward” in the mouth. Aim at quality. All 
exercises for producing tone should be 
sung “softly” and with slight breath 
pressure. Far better control is thus ob- 
tained; and there is very little risk of 
forcing the voice. 

Good tone is clear, sweet, produced well 
forward, easily sustained. Bad tone is 
breathy, nasal, harsh, coarse, produced 
with effort. The practice of loud singing 
leads to coarseness of the voice and 
strain. Anyone can shout; but not every- 
one can sing softly. 

Correct breathing has much to do with 


good tone. It enables the singer to get 
command of the voice. 
The great secret of high notes is 


“wind pressure.” If we think for one 
moment, we must realize the fact, that— 
I was going to say—the majority, per- 
haps I should not be far out, however, I 
_ will say—a large number of people in 
singing up the scale increase the wind 


The Organist’s Etude 


It is the Ambition of THE ETUDE to make this Organ Department 


“An Organist’s Magazine Complete in Itseit” 


Edited by Well-Known Organ and Choir Experts 


Practical Points for Choir Singers and Choir Leaders 


By H. W. Sparrow 
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pressure, this is “wrong.” We know that 
the thick registers are down below and 
the thin register in the upper part of the 
voice; and yet how many strain to get 
thick heavy tones on top, forcing the 
voice. Naturally, under such conditions 
the “top notes” do not come. You may 
say, “yes, but the top notes are very thin.” 
Just so, why? Because they have never 
been developed. With regular, system- 
atic practice they will become round and 
join on quite readily. Sopranos, try this 
out. Inany case you do not stand to lose 
anything; on the other hand, you will 
gain. Do not then, “go for top”. notes 
“as a hungry bull at a haystack.” 

How many of our gentlemen friends, 
the “tenors,” would like to know that it 
is possible to sing with perfect ease and 
good quality up to top B flat; not by 
using what is known as falsetto, but by 
what is termed the mixed voice? 

You have all noticed, of course, that 
when singing a low note the larynx (com- 
monly known as the Adam’s apple) is 
low in the throat, and that if you skip to 
a high note it rises. Now to produce the 
“mixed voice’ you must keep the larynx 
low in the throat all the time. To attain 
this end, practice assiduously, not by fits 
and starts, the following exercise and you 
will gain your reward. “Sing C, second 
space note in the bass clef to ‘au. Be 
sure to keep the larynx low in the throat 
and glide very softly up to, say, G, second 
line in the treble clef. Keep the mouth 
well opened.” Practice scales for the 
purpose of joining it to the ordinary 
voice, making the change at about D, E 
or F and training the voice down. Do 
not strain. Make a rule for yourself 
where you will change to the mixed voice 
and keep to it. 
discouraged if you find the change very 
noticeable; with practice it will join up 
alright. 

The advantages of the mixed voice over 
the falsetto are: (1) It has far better 
carrying powers; (2) it is capable of 
crescendo and diminuendo; (3) it joins 
more naturally to the ordinary voice, 
being of like quality. 

In closing, breathing is the real secret 
of successful top notes; and the less 
pressure of wind the better. 


Enunciation 

There is a general tendency to consider 
the music as being of primary impor- 
tance; whereas, singing is “the expression 
of sense in music.” The lasting cffect of 
any effort depends, to a very large extent, 
upon a good enunciation of the words. 
First of all, then, it is necessary for us 
to understand what the words are about 
and then to learn to communicate their 
message through the medium of 
music, 

The only sounds which can be sustained 
are the vowels: the consonants have no 
sustaining power, 


the 


Do not be disappointed or ~ 


Without exaggeration the words must 
be pronounced much more distinctly in 
singing than in speaking. Look well after 
the initial and final consonants. 


-Phrasing 

By the term phrasing is meant the 
grouping of words in such a manner as 
will convey their true meaning. 

This subject is of supreme importance; 
and yet, perhaps, the most neglected. 
Every member of a choir should use the 
same phrasing. The good effect of 
unanimity of phrasing is really surprising. 

Sometimes it will be found that the 
verbal phrasing does not coincide with the 
musical phrasing, In such a case the 
music must be subserviant to the words. 
The words must decide the matter. 
an illustration, take the well-known hymn 
“Fierce Raged the Tempest.” In one 
verse these words cccur :— 

“The wild winds hushed, the angry deep 

Sank, like a little child, to sleep.” 

Have we not heard it phrased in this 
manner ? 

“The wild winds hushed, the angry deep 
(breath) 

Sank like a little child to sleep.” 
instead of 

“The wild winds hushed, (breath) the 
angry deep 

Sank, (breath) 
(breath) to sleep.” 

Again, have-we not heard this rendering 
of another well-known hymn? 

“Jesus lives, no longer now (breath) 
Can thy terrors (breath) Death appal us.” 
Whereas, in order to obtain the correct 
meaning of the words it should be phrased: 

“Jesus lives! (breath) no longer now 

Can thy terrors, Death, appal us.” 
Probably one of the most difficult of 
modern hymns to phrase correctly is 
Lead Kindly Light sung to Dykes tune. 
Good part singing is necessary in order 
to obtain an effective rendering; and every 
copy 
breath is to be taken. 

It may be thought by some that to sing 
a hymn tune requires no special knowl- 
edge or training, and that any remarks 
thereon are unnecessary; but, even in 
simple music, is there not a possibility of 
being inartistic? 


like. a little child 


Expression 

We will class this under ‘two heads 
and note their relative values. — First, 
Mechanical expression; second, higher 
expression. The first is that kind of 
expression which obeys the various di- 
rections given. But stop! Do we all do 
this? Do we all so modulate our Voices 


should be clearly marked where 


life and soul of music. 


‘only give us the various grades 


As ~<Art thou weary, art thou 


qualification to any singer; a: 


to correspond with even the broad indi- ° 


cation, say, f. p.; or do we even ignore 
these things and sing at a dead level ff? 
The second is inspired by right feeling 
and good taste. This may be termed the 


Joseph Barnby once said: 
ordinary marks of expression 
attention must be paid, there i 
musical evenness, without which | 
else is as sounding brass and 
cymbal.” ‘> 

The ordinary expression me 


and time. They cannot move us 
admiration or fill us with sorrow. 
true power of expression de 
our appreciation of the beautiful 
on sympathy, when the soul of 
former breathes forth the soul | 
music, the spirit and inner meanit 
‘This higher cxpression or f¢ 
music is generally recognized; 
by no means a rare occurrence 
choirs sing hymns with absol 
expression whatever. Why, oh 
dead level performances. ; 
Let us then, put some soul 
music and make it live. Proper 
should always be paid to the c 
directions. They supply contrasts 
theless, they must be subordinate 
their place, if a.sympathetic ren 
to be hoped for. a 
We must endeavor to convey a 
interpretation of the words we si 
we do not, then we fail in 
The sentiment must come first, t 
second. The absence of expre 
very often the result of thoug 
Do we sing without thinking? ] 
ever asked ourselves, “How 
render this or that to produce 
effect ?” ie 
Take for instance the hymn: 


Art thou sore distressed?” 
Here the first two lines of each vei 
a question, and the last two lines 
The choir alone might sing the 
lines, and the congregation j 
last two lines of each verse. 
ment would present, yea, to al 
truth in a new light; and w 
cause the most inattentative 
to think upon such things? 
“Sermon in Song.” 


Reading Music _ 
Let us say at the outset that 
to read music at sight is an in 
few there are who possess 
accomplishment, Some pr 
but all they do is to have t 
rise and fall according to the 
the notes, the position the notes 
the staff. At the same time 
and even some admit, that 
accompaniment they could no 
degree of certainty, sing a si 
Why is this, and why sho 
of things continue? In 
many only learn music th 
upon the pianoforte or some 
ment and have never st 
vocal purposes, which is 
matter. 
_ There are the two notations. 
and the “Tonic Sol Fa,” the 
new, as they are sometimes 
doubtedly those who can r 
notations are the most val 
The ability to sing music at 
of the most useful and enjo 
one can possess; and any 
its acquirement will su 
reward, 


Time, Attack and Rel 
Time is generally under. 
division of musical phr 
equivalent portions in 
has reference to the pace a 
should be performed. P 
In good choir singing 
absolute unity, the feeling 


TUDE 
not only to the rendering but 
e enjoyment of the music. Vigor 


rhythm depend to a very large extent 
the attention to the sub-divisions of 


ack means the prompt striking of 
note at the right moment. A unani- 
is attack by a large body of singers 
fost thrilling. Every phrase should 
ttacked promptly. Be ready with 
est well supplied with air and the 
in the correct position for the first 
or consonant, there must be no 


ck. It should be clean and clear, with- 
‘a jerk, as in the attack. To do this at 
‘right moment and all together is one 
the main difficulties of a choir and, 
aps, the rarest achievement. 


Suggestons 

is very essential that every member 
pay the greatest attention to the 
or’s beat. 

singing position should be erect. 
the head up. 

momize time. Be on hand at the 
time for practice; and, when 


can be made and so avoid bad and 

tarts. 

ten to the harmony and endeavor to 
r part to preserve the balance of 


singing can come only by careful 
ttice. Consider it your duty to be in 
‘place every time and on time. 
faster your part by home practice. 
directed to sing softly do not 
the time unless expressed. 


is given, be ready so that a good’ 


Flat singing is often caused by lack of 
interest, bad breathing, want of sympathy. 
Do not be guilty of such. 

Remember! Good singing requires 
correct breathing, pronunciation, phrasing, 
expression, sympathy. 

Enthusiasm begets enthusiasm. 

Strive to improve your vocal powers. 

Produce the sound as far forward in 
the mouth as possible. Try to throw it 
away from you. 

Make an effort to get a little practice 
every day. 

Never neglect breathing exercises. 

Get all the fresh air you can. Keep the 
mouth closed and breathe through the 
nostrils, especially in damp and foggy 
weather. 


Care of the Voice 

One of the simplest ways of strengthen- 
ing the throat is to gargle with pure cold 
water every morning directly after 
getting out of bed. 

If the voice is husky, do not contin- 
ually cough and hack, Swallowing two 
or three times is far more affective. 

For a relaxed throat mix powdered 
borax and honey. Dissolve this very 
slowly in the mouth. Mix up small quan- 
tities as required. 
honey to one part of powdered borax. 

For dryness of the throat take licorice 
in small quantities, frequently. 

For sore throat take chlorate of potash 
pellets. 

Do not take lozenges, 

Last but not least. Do not swallow a 
drug store when out of voice. Have a 
lung bath. Go to your breathing exer- 
cises. 


HE invention or origin of four part 
iony came about A. D. 1400. It is 
lited to one, Dufay, a Netherlander. 
larently little use was made of the 
bination until Monteverde, the great 
an, divided and so distributed the parts 
two violins, viola and ’cello as to 
spond to our modern idea of Soprano, 
to, Tenor and Bass. Bach wrote 
trios but few quartets. Haydn 
started, Mozart improved, but the 
eethoven first elevated each part to 
ty of its own, instead of giving 
dy to one part, adding a suitable 
and using the other parts merely to 
n. Theoretically there should be no 
al part in either instrumental or 
juartettes. Schubert improved upon 
yen in providing smoothly flowing 
e equidistant parts. Mendelssohn 
of the first to successfully employ 
Voices as we conceive the modern 
quartette. r 
1 quartet writing contains, for 
Astruments or voices, interest for 
. Chorus or orchestral writing 
tain especial interest for only one 
} parts. For example: a melody 
en to the upper part, a suitable 
, and nothing more than filling 
; and yet this may be very sat- 
f to the ear on account of the many 
f the large number of instruments 
: So, much unsatisfactory 
ging may be traced to the di- 


finding a composition containing 
for each part, it is well to notice 
® parts are fairly equidistant. 
ough each part may be melodious, 
et when sung together may not be 
they are spread over too large an 
e gaps should occur between 


oe he 


Quartette Choir Training 


By Lawrence H. Montague 


the three upper voices and seldom more 
than an octave between them and the bass. 
In a chorus the soprano and bass may be 
three octaves apart, but the distance be- 
tween may be filled in by dividing between 
second sopranos, first and second contral- 
tos and first and second basses. In quartet 
music this cannot¢be done and the parts 
must move fairly closcly together. 

Also each part should not extend over 
too great a range, nor stay for too long a 
period at either extreme of its compass. 
For example, a high B flat is often very 
effective in the soprano of a quartet if not 
held for any length of time. In a chorus 
a high tone may be sustained for several 
measures with good effect. With several 
voices holding the same tone, one or two 
of them may waver slightly from pitch, 
run low on breath-control or make a 
faulty attack, and these defects would not 
be so apparent as they would be partly 
covered up by the other voices. Also with 
a sustained high tone, sufficient body of 
tone is underneath, in a chorus, to support 
and up-hold the efforts made by the 
sopranos. But let a quartet soprano hold 
a high tone for several measures and 
unless she is far better than the best, we 


- know, she will neither feel nor sound com- 


fortable very long. Every fault of intona- 
tion, breath control, attack, quality or lack 
of support will show clearly, and in addi- 
tion there will be a thinness of harmony 
not to be desired in good quartet work. 
Neither should the bass of a quartet 
long remain on a correspondingly low 
tone except in very soft work, when the 
other voices lie also low. 
s Some of the charms of good quartet 
singing are pianissimo work and shading. 
Therefore, do not select many numbers 
calling for prolonged fortissimo. Long 
loud passages are not suitable for quartet 
work, 


Put three parts of 
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MUSICIANS ! 


Ingram’s Milkweed 
Cream rubbed into the 
finger lips will soften 
hardness and toughnest 
—will keep for your 
fingers the  sensiliveness 
that pianist or violinist 
must have. 


There is Beauty in Every Jar 


the skin. It soothes away redness 
and roughness, banishes slight im- 
perfections, heals and nourishes the 
skin cells, Used faithfully, it will help 
you to gain and retain the beauty of 
a clear, wholesome complexion—just 
as it has helped thousands of attractive 
women, for more than 35 years. 


EGIN today the regular use of 
Ingram’s Milkweed Cream— 
there is beauty in every jar. 


Ingram’s Milkweed Cream, you 
will find, is more than a_ skin 
cleanser, more than a powder base, 
more than a protection against sun 
and wind. It is an actual beautifier 
of the complexion. No other cream is 
just like it. 


Go to your druggist today and purchase a 
jar of Ingram’s Milkweed Cream in either 
the 50 cent or the $1.00 size—the dollar 
jar contains three times the quantity. 


FREDERICK F. INGRAM CO. 
Established 1885 
42 Tenth Street Detroit, Mich. 
In Canada, Windsor, Ont. 


Ingram’s Milkweed Cream has an 
exclusive, an individual therapeutic 
property that serves to ‘‘tone-up’’— 
revitalize—the sluggish tissues of 


Send us a dime for Ingram’s Beauty Purse, containing samples of Ingram’s Milkweed 
Cream, Ingram’s Rouge, Ingram’s Face Powder. and an etderdown powder pad 


Ingram Milkweed Cream 
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NEW AND STANDARD MUSIC 


FOR THE KINDERGARTEN 


BOOKS OF GAMES 


Autumn and Winter Games. By Marcarer B.Nura. With 12 full-page illus- 
trations by E. P. Kerrn. Twelve songs with directions for games by the author- 
ess of “Kindergarten Gift Plays.” Price, 75 cents postpaid. 


Breton Singing Games. Collection by Atice B, Gitirncron. Similar to der 
country books (Old Hampshire and other games). Words in French and English, 
photographs, music and directions. Price, 75 cents postpaid. 


Games for the Seasons. Games written and arranged by Exisaneru M. Warpte. 
Music composed by Watter Groocock. ‘Twenty-six games, with preface and 
full directions for playing them, arranged under the seasons to which they are 
specially appropriate. Price, 75 cents postpaid. 


Geographical Kindergarten Games. By Annie Incuam and Cart SHERRINGTON. 
Indian, Lapp, Arabian, and Chinese games containing songs, recitations, and 
dialogues, with full instructions. The geographical game is impressive to the 
child’s mind. Price, 75 cents postpaid. 


SONG-TIME 


Edited by REV. PERCY DEARMER and MARTIN SHAW 
A comprehensive collection of more than 150 nursery rhymes, singing 
games, songs and hymns. 


CONTENTS: Section I.—Nursery Rhymes Section II.—Baby Rhymes 
Section III.—Song Games Section 1V.—Hymns 
Section V.—Marches and Hush Music 


Price, $1.25 Postpaid 


Any of the above sent on approval to those furnishing 
satisfactory reference 


tay~ Send your name and address for our mailing list to receive our Bulletins of new 
publications as issued 


GEORGE H. DOWS 
Music Publisher 
1701 CHESTNUT STREET PHILADELPHIA, PENNA. 


Please mention THE ETUDE when addressing our advertisers. 
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Let us now consider the ideal voices for 
quartet work. 

A good solo soprano will not always be 
a good quartet singer. Her voice may be 
high, clear, true to pitch and agreeable. 
She may sing solos with style, good taste 
and authority; but her voice may not have 
the “fat” quality to melt into and mix with 
other voices. She may like solo work so 
well that she can hear only her own part 
and try to make it the principal one. She 
may move too independently of the others, 
as though they were an accompaniment to 
her part. She may not have enough 
middle voice to carry the others except in 
her upper register. Such a voice would 
obtrude in work with others. The ideal 
quartet soprano needs a quality more like 
a mezzo-soprano, but of larger range. 
She should sing a good high B and a good 
middle C. Her voice should not lose its 
resonance as she’ approaches the lower 
range. Her sense of rhythm should be 
extra well developed, for she should lead 
but not obtrude. Any unsteadiness of 
rhythm should be caught and corrected by 
her. She should be very true to pitch, 
for she has more to do with holding the 
others up than any one of them has. She 
should enunciate very clearly, for her part 
will serve to put over the text better than 
any one of the others. If there sme 
principal part in quartet it is the soprano. 
A quartet is no better than its soprano. 

The most useful quartet contralto (not 
alto; alto means high and was the name 
of the highest male voice in the old 
choirs) needs a rather larger voice than 
we usually find. Too much contralto is 
seldom heard in a quartet. The soprano, 
tenor or bass may stand out too much , but 
did you ever notice that you seldom ee 
too much contralto? Hers is a low part 
on the inside. The bass has a low part, 
but he is on the outside. So our contralto 
should have a large full voice, not neces- 
sarily loud, but her tone should be project- 
ed well, pointed so to speak, and flexible. 
Of rich but clear quality, even throughout 
and above all, not of the mannish quality in 
the so-called chest register. There should be 
no breaks between the chest and the head 
registers. 

The ideal quartet tenor is a rare bird. 
Very few of the greatest tenors we hear 
or read about would be good quartet sing- 
ets. Many of them are too explosive and 
have not middle or lower tones in compar- 
ison with their upper ones. They are usu- 
ally too fond of hearing their own voices 
to be able to blend theirs with others. The 
quartet tenor need not of necessity be 
very high. He should have a quality like 
a high baritone, but a larger range. A 
thin reedy tenor is not suitable for quartet 
work. He should be able to give forth 
consistent and clear tones as low as C. 

The best quartet bass should be a bass. 
The only substitute is a basso-cantante. A 
baritone is not suitable. He should be able 
to sing a good low E-flat and a good high 
E. Quite a range, but he will need each 
extreme and evcry tone in between. His 
voice should be deep, rich, and flexible. 
It should have appeal but firmness; and he, 
too, should be very true to pitch. A bass 
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and soprano true to pitch will overcome 
much tendency to flat in the other voices. 
The bass is the foundation and even in 
the softest passages there should be 
resonance and solidity. 

Be careful about tremolo. Do not 
engage singers with excessive tremolos. 


They will seldom sound exactly on pitch. ’ 


The ideal quartet should sound as one 
new voice. When you hear a-chord held 
on a rich smooth, mellow diapason you 
do not consciously single out each tone. 
Your ear is pleased with all the tones 
blending swectly and majestically into one 
complete sound. Try to train your sing- 
ers to blend their voices so that the har- 
mony will sound like the chord on the pure 
diapason. Do it first with “Ah” “O” and 
“Oo.” When you have gotten the blending 
you wish try “La” “Low” “Lou.” Then 
take words containing those vowels. 
Later try A and E. Try to teach them to 
listen to the other voices. When each 
voice seems to melt away into the others 
so that it is almost lost to its owner, they 
are blending. \ 

Two rehearsals a week are recommended 
—one with piano, as it is so much quicker. 
A director should be good at harmony and 
be able to play the voice parts only. Then 
have your singers able to do every number 
without help from the instrument, later 
adding the accompaniment if the selection 
calls for one. Do not use much pedal or 
thick-toned stops when you accompany 
them on the organ. Do not use reeds or 
strings constantly. Voices unconsciously 
imitate, and excessive use of strings or 
reeds in accompaniments will one day 
result in your singers using a reedy or 
stringy tone. Use the vox humana and 
tremolo very sparingly, because no direc- 
tor wants his singers to imitate the vox, 

If the contralto or bass has a solo pass- 
age, do not use many flutes, melodias or 
bourdons to accompany them. If the 
soprano has a solo, do not use reeds very 
much or strings. A small diapason is fine 
for tenor. Make your accompaniments a 
frame for the picture, which is the solo, 

Enunciation has been but mentioned. 
This has been reserved for the end. If 
we disagree on everything else, certainly 
we shall not on this. Try ever so hard to 
get your words across. Everyone under- 
stands words, some understand music. 
You and your singers should feel the 
sacredness and depth of your text, and 
consider that you are instruments serving 
in the house of the Lord. Try to be 
worthy of your exalted positions. Do not 
serve solely for hire. Unless your singers 
have some degree of sympathy with the 
services of the church, no matter how 
brilliant they may be vocally, their efforts 
will never be wholly convincing. You 
must have a deep: and abiding reverence 
for all that the church stands for and for 
your part in her services, before you can 
expect your singers to reflect anything 
like the becoming and necessary attitude 
toward the praise of God. The purpose of 
music in the church is not to give concerts 
but to create clean hearts and renew right 
spirits in all who hear it, from the choir 
loft and pulpit to the pews. 
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The Range of.Tenor and Soprano 
Voices. 


Tenor voice: what is it? Do men and 
ou sing the same note?—H. A, §&., Pitts- 
field. 

A. The tenor voice is the highest male 
voice, without counting the male-alto (usu- 
ally a hybrid voice, but properly classed as a 
counter-tenor). In Plain Song and the older 
music of the Church, the air or tune was as- 
signed to the Tenor voice, which, therefore, 
sang or “held” the melody: held, from the 
Latin tenere, to hold, whence ‘‘tenor.” 2. 
By “the same note’’ you evidently mean the 
same pitch. The male voice sounds an oc- 
tave below the female voice. Thus, the low- 
est tenor note is C, second space of the bass 
or F clef; its high C is the third space of the 
treble or G clef. The lowest soprano note is 


‘middle C, or the note on the leger-line be- 


low the staff with the G clef; its high C is 
the second leger-line above the treble staff. 


Comparative Ranges of all Voices 

The following table shows the range of the 
various voices. However, exceptional voices 
have exceeded these limits: Russian and Af- 
rican basses frequently sing the A flat below 
low C (third leger-line below the bass) ; bari- 
tones, like Jules Faure, sing to B flat (third 
Jine of the treble), but the quality is dis- 
tinetly baritone and not tenor; tenors, like 
Yamberlik, Caruso, Lloyd, Bonci, sing to D 
(fourth line of the treble) ; contraltos sing 
from F (fourth line of the bass) to B fiat 
(above first leger-line above treble). Alboni, 
the most celebrated contralto, sang from BE 
flat (third space of the bass) to E flat above 
the treble; Mozart declared that ‘the Bas- 


tardella,”’ an opera singer, sang the C in altis- 
fifth leger-line 


simo (above the 
treble). 


above the 
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A Correct Reading Query. 


Q. 2. In Bach’s Two-part Inventions 
(Schirmer), page 18, third brace, second meas- 
ure should the B be flat or natural and why? 

2. In Beethoven’s Sonata Pathetique 
(Schirmer), . page 147, first brace, fourth 
measure, should the A be flat or natural?— 
E. G. Hespron, Neb. 

. 1. The B should be natural, because 
the composition has gone, in the preceding 
measure, into the key of C, and it remains in 
that key for eight measures. 

2. Examination shows that this passage 
belongs to the key of C minor; measures 1 
and ,5 consist of the triad of C minor. If the 
A of measure 4 be natural, the result would 
be so ambiguous that the final EB flat of the 
passage would come as a shock; whereas, 
with the A flat (correctly so) the melody pro- 
gresses by the harmonic minor scale to the 
third of the key, E-flat. Notice that this 
passage is note for note, the minor version of 
the major passage on page 142, brace 2. 


Musie of the Future. 


Q. What is the definition of “futurist” 
music? Is the Jeuw d’eaux by Ravel, and 
are most of Debussy’s works futurist ?—R. D. 
V., Montreal. 

A. In its widest application, futurist mu- 
sic is a departure from generally accepted 
forms, modes, progressions, or style in compo- 
sition. Such departure is, at first, altogether 
experimental and expressive of the particular 
composer employing it. During the experi- 
mental stage the music may be termed “fu- 
turist.”” It may never be accepted. If, how- 
ever, that departure is accepted generally by 
composers and their public, to the extent that 
it forms a new school of musical thought and 
its expression, it becomes no longer “futur- 
ist.” but actual and present, even as the 
whole-tone scale and the Modern School of 
French Composition, to which the works of 
Ravel and Debussy belong. 

The word “futurist has generally been 
applied in a satirical sense to compositions 
ohik are at variance with classical writing, 
which belong to no accepted school and which 
contain such daring, experimental features 
that its critics, by the use of the term “fu- 


turist,’’ prefer to leave them to time and the 
judgment of the future which judgment, how- 
ever, is not always contrary—witness, the 
music of Wagner. 


Rubato. 


Q. I read that “Tempo rubato represents 
the alteration made in the time, when some 
notes are held for more and others for less 
than their strict duration.” Is the alteration 
made on the accented beat alone, or through- 
out the measure?—M. S. S8., Greenville, Tex. 

A. The alterations are applied to the 
whole phrase, or to phrases, according to the 
suggested sentiment of the interpretation. 


Tempo 


The Accent in Compound Times. 


Q. In compound duple and triple meas- 
ures, is the stress: made only on the first note 
of the accented beat, or is there a slight stress 
on the other:note or notes? (as above) 

A. In the slow movements, as well as in 
quicker ones (though in a less degree), a 
slight stress is made upon each beat of the 
measure, sufficient to make the beat felt; the 
remaining notes of such beats have no stress 
whatever, The chief accents are made as in 
simple time. 


The Strathspey. 


Q. What was the Strathspey mentioned 

so often in Walter Scott’s works?—uL. Z. 8., 
Brockton, Mass. 
_ A. The Strathspey is a Scotch dance, sim- 
ilar to the reel, but somewhat slower. It is 
in quadruple (4-4) time, its chief characteris- 
tie being a rhythm of dotted eighth and six 
teenth notes. It took its name from Strath- 
spey, the place where it was first danced. 


The First Violin Maker. 


Q. Is it known who was the first maker 
of violins, as we know them to-day ?—ETHEL 
M., Pittsburgh, Pa., 

A. The earliest reputed maker of violins 
was Gaspard Duiffopruggar, of Bologna, Italy 
(1514-1571). His name is spelt indifferently 
Duiffopruggar, Duiffoproucart, Duiffoprugear, 
Tienffenbrucker. There seems to be no instru- 
ment made by him, in existence, either violin, 
viole, or lute, all of which he made. _ It 
should be noticed that the first mention of 
the violin, in a passage by Lanfranco, in 1553, 
really refers to the viole. However, the word 
violin appeared in an account of the Menus- 
Plaisirs (Paris), dated 1529. 


Cornet and Trumpet in A. 


Q. Why are so many parts written for 
the cornet and trumpet in A, when the ‘in- 
strument in use to-daywis the B flat? I do not 
recall ever seeing an A instrument.—P. P 
Williamson, W. Va. 

A. Reference to the work on Orchestra- 
tion, by Berlioz, shows that there are trum- 
pets formed of all kinds, in; Low A flat (very 
bad quality, A natural (bad quality), B flat 
(rather bad), C (non-transposing), D_ flat 
(the finest quality of tone), D natural (bad), 
& flat (bad), E natural (indifferent), F. G. 
fiat, G natural, high A flat also in high (€ 
and high HE flat. There are cornets in: C. 
B flat, A, A flat, G, F, E natural, B flat and 
ID. The best are those in A flat, A natural 
and B flat. 


Appoggiature. 

Q. How should the following be played? 
Could you give me any rule for the inter- 
pretation of these little notes? Mozart’s 
qeraosttions are so full of them —A. Norv, 
Albany. 


A. See answer to G. A. S. and play your 
examples as follows :— 


a Allegro moderato Mozart 
| eaten 
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T is an axiom among yiolinists that it is 

very difficult to sell and equally difficult 
to buy a high-grade violin at anything like 
its true value, Innumerable letters come 
to the Violin Department of THe Erupg 
asking the best way to go about selling or 
buying, Especially is this the case when 
the violing are genuine old instruments 
with a supposed value of hundreds or thou- 
sands of dollars, Expert judges of violin 
values are very scarce, and the average 
buyer or seller is all at sea as to what a 
violin is really worth, 

When a fine violin is to be sold, the first 
thing is to have it put in first-class playing 
condition by an expert repairer, This 
would seem to be so self-evident a prop- 
osition that it would hardly be necessary 
to mention it, Anyone desiring to sell a 
house would have it repaired and. painted 
and put in apple-pie condition, The owner 
of a car, wishing to sell it, would haye the 
machinery overhauled, the body painted, 
and worn tires replaced with new ones, 
For some strange reason, the majority of 
people trying to sell their violins neglect 
this yery important matter and try to sell 
violins that are so out of condition that it 
is impossible to get a decent tone out of 
them, In many cases the owners do not 
know they are in bad condition, and in 
others they balk on spending the money, to 
put them in shape. 


A Typical Case 

A few weeks ago I was engaged to ap- 
praise a violin which had been put up as 
security for a loan. The purchaser had 
defaulted, and the money lender was try- 
ing to sell the violin to realize on the loan, 
The first thing noticed about the violin 
was that the sound-post had fallen down 
and had not been set up again, Efforts 
had actually been made to sell the violin 
without the sound-post being in position, 
Of course, every violinist knows that a 
violin can no more give out a good tone 
without its sound-post being in proper posi- 
tion than a human being can function with- 
out heart and lungs doing their work 
properly. The violin really was a good old 
instrument; the owner was advised to have 
it put in good playing condition, and within 
two weeks it was then sold at a good price. 

The owner of a violin wishing to sell it 
will find it money well spent to have the 
instrument put in perfect playing condition 
by the most skillful repairer who can be 
found. The repairing of a few cracks, a 
well-fitted bridge and sound-post, and bass- 
bar properly fitted and set, will make any 
violin sound many dollars better. People 
who live in small places where there are 
no expert repairers can ship their violins 
by parcel post to the nearest large city. 
Several firms who do first-class repairing 
will be found in the advertising columns of 
Tue Erupe. 


Owner Rarely Knows Value 

The violin put in proper condition, the 
next thing is to set a proper value on it. 
It is very seldom that the owner of a 
violin knows its real value. Everyone who 
sees it tells him a different story. Many 
are deceived by fraudulent labels. They 
have a factory-made Strad, worth about 
$10, and think it is a genuine specimen 
worth $15,000. Some people sell valuable 
old violins for a song, not knowing their 
true worth. Others ask absurdly high 
prices, and in some instances succeed in 
getting them. 

The best way is to have a violin ap- 
praised by a good expert. In New York, 
Chicago or some of our other large cities 
there are firms dedling in valuable violins, 
who have experts in their employ ‘who 
know present-day values and can set the 
proper value on any violin. Sometimes 
the repairer has had sufficient experience in 
‘handling violins to be able to set the value. 
‘A fee of a few dollars may have to be 
paid for ascertaining just what a violin 
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Hints on Selling a Violin 


is, and its market value, but the money 
will be well spent if the appraiser is a 
real expert. If the expert is well known 
in the musical world, he should be asked 
to furnish a signed certificate setting forth 
the name of the probable maker or the 
school of violin making to which the in- 
strument belongs, together with the price, 
Such a certificate will be of great value to 
show to prospective purchasers of the in- 
strument when it comes to be sold; and 
the better known the firm, the greater its 
value, 

Real experts, competent to appraise Cre- 
mona and other extremely valuable violins, 
are found only in our largest cities and the 
larger cities of Europe, such as London, 
Paris, Berlin and Vienna. 

The violin put in good playing order and 
its value ascertained, the next thing is to 
find a purchaser. If the owner lives in a 
large city, he may be able to find a pur- 
chaser himself by advertising, showing the 
violin to musicians, or selling it direct to 
a violin dealer, A good way to find a 
purchaser is to go to the artists’ room be- 
fore or after a symphony orchestra con- 
cert and show the volin to the violinists of 
the orchestra. Some of them may be look- 
ing for a violin for themselves; or, as 
most of them have pupils, they may be 
able to sell it to one of the latter. In 
such a case, they would expect a commis- 
sion of at least 10 or 15 per cent. or more 
for making the sale. In many. cases sales 
are effected by leaving the violin for sale 
on commission with some well-known vio- 
lin dealer or repairer. If the violin is a 
genuine Cremona or other valuable violin, 
it is often possible to sell it to a dealer 
direct, but at somewhat less than the retail 
price, of course; for the dealer naturally 
expects to re-sell the yiolin at a good profit, 

In case the owner of the violin lives in 
a small town, it will be very difficult for 
him to sell the violin himself at its real 
value if it is a high-priced instrument. 
There are few customers for such instru- 
ments in the country or in the smaller 
towns or villages. If he advertises and 


gets replies from all over the country, he 
will find it a great deal of trouble to ship 
the violin around by express for the pros- 
pective purchasers to see, It is also at- 
tended by some risk through the violin 
being either stolen or damaged by accident, 
Many will ask to have the violin sent to 
them out of pure curiosity and without 
any intention of buying it, While in their 
possession, the bridge may break, the 
sound-post fall down, or other minor acci- 
dents happen, They may return it in its 
damaged condition or try to fix it them- 
selyes in a crude way, and if the owner 
himself is not an expert violin repairer, 
he may be constantly troubled by having 
to send the violin away for repairs after 
it has been gotten out of shape by someone 
he has sent it to with the view of making 
a sale, \ 

For all these reasons, it is best for the 
owner of a valuable violin who lives in 
the country or small town to sell direct to- 
a dealer or else place it on-consignment 
with the dealer, to be sold on a commis- 
sion basis. He may not be able to get its 
full value by this method, but he will elim- 
inate all the risk and bother of trying to 
sell it himself. 

For the violinist who wishes to buy a 
good violin for his own use, there are two 
rules. If he has an expert knowledge of 
violins and violin values, he has only to 
keep looking over the violins in the hands 
of dealers and private parties until he 
finds one which suits him at what he con- 
siders the right price. Some artists hunt 
for years for a violin which is their ideal, 
If the purchaser has not this expert knowl- 
edge, and has no friend who has it and in 
whose integrity he has unbounded con- 
fidence, his only course is to go to a good, 
reputable dealer and to trust the latter to 
pick out a violin for him which, after a 
trial, he likes, and! which the dealer guar- 
antees is worth the price asked. 

The violinist who has no expert knowl- 
edge of the instrument is liable to get badly 
stung if he buys a high-priced violin on 
his own judgment. 


. Quality of Practice 


The quality of one’s practice is of more 
importance than the quantity. A violin 
student who puts intense concentration in 
his work can often do more in an hour and 
a half practice than another student, who 
dawdles along in a half-hearted way, can 
do in four hours. The number of hours 
put in does not gauge the progress at all, 
but it is the quality of the practice which 
counts. It is on record that the Anglo- 
Italian violinist, Ouray, practiced for sev- 
eral years for fourteen hours a day, thus 
holding the world’s record for number of 
hours of daily practice. This enormous 
amount of practice did not make him the 
greatest violinist in the world, however, as 
there were others who only averaged three 
or four hours who far out-distanced him 
in the race for violin virtuoso playing. 

In violin practice there is a “saturation 
point,” beyond which the practice does no 
good, By “saturation point,” I mean that 


one has reached a point where his brain 
and nervous system have become tem- 
porarily exhausted and refuse to function 
properly any longer. Every intelligent 
violin student can tell by instinct when this 
point is reached, and on reaching it, the 
best course is to stop and rest until the 
brain and nervous system have recuperated, 
whether it is within an hour, much later 
in the day, or next day or longer, 

Prize fighters have a very striking way 
of describing this condition, when they say 
a pugilist is “over-trained,” that’ is, he is 
like a machine which has been run too 
many hours without being rested, oiled, 
adjusted and overhauled. He has lost his 
keenness and freshness and is “tired.” In 
the same way, violinists and violin students 
can become “over-trained” from making 
too great demands on the brain and nervous 
system. 


“linseed oil with the addition of a very hi 


THE ETU. 
Cleaning a Violin 

Cleaning a piano is a simple affai 
little good piano polish rubbed on o 
sionally, and then polished with a dry clo} 
and the piano will look comparatively mj) 
for a long time, With the violin it is dij 
ferent, since the rosin flying from the be 
gets all over the top, and if it is not wip| 
off carefully every day, it secuimaleied 
cakes up on the violin, especially arc 
the bridge and fingerboard, Of cour, 
the rosin has been wiped off daily 
the day the violin was new, the va 
will always look fresh and bright 
human nature is indolent and most 
either forget or will not take the 
to clean their violins every day. 

I do not know on what the theoryif 
based, but many violin players, mostly 
the “country fiddler” type, advise leayi} 
the rosin to accumulate, forming - 
sightly patch. They claim that it ir 
the tone, but how this comes about 
are unable to explain. One might as 
claim that it would improve the tone + 
‘bell to plaster it over with cement, 
one with common sense would know 
the perfectly clean, varnished top « 
violin would give out a clearer, more 
fect tone than one encrusted with a 
cake of sticky rosin, 


Rub the Violin Dry 

Many people write to Tue Erup 

know how they can clean their violins | 

they become encrusted with rosin, 
skillful violin repairer tells me 

best thing to use for this condition i 


pulverized pumice stone, This has to 
very carefully applied, so that it wi 
move the rosin and does not damage; 
varnish. Take a clean rag and put a1 
oil on it; then dip in a box of 
stone, which should be pulverized as 
as flour. Then rub lightly on the v 
where the rosin or dirt has caked, If 
violin is simply dirty and has no 
caked on it, oil alone can be used, 
matter what is used, it is important ¢ 
the violin perfectly dry after cleaning 
It often happens that the varnish 
new violin fails to dry for a consi¢ 
time, owing to unskillful varnishing ¢ ( 
wrong proportions of the various ingr 
ents of the varnish. Violins are often 
in this condition, and in this case the f 
dust mixes with the sticky varnish and) 
not be wiped or rubbed off, A 
which has been used while the varnis 
still in a sticky condition cannot be 
so that the varnish will show up w 
the rosin dust has become part 
varnish. The only recourse in such 
is to scrape the varnish off and re-vat} 
the violin. 
If, however, the varnish dried a 
hard before the violin was used, 
rosin has simply: accumulated on 
the varnish, the rosin can be remo 
the careful application of oil and 4 
stone as above described, How wi 
violin can be cleaned depends en 
how well it was varnished in th 
place and how perfectly the varnist 
before the violin was used. } 
The appearance of a violin ee 
tirely on the care that is taken of ii 
varnish will retain its beauty for 
nite period if carefully wiped 
day. I have seen old violins, 150. 
years old, so excellently Land i tt 
looked as if they had but r 
from the maker’s hands. — 


Editor’s Note 


The Excellent article, “About Gc 
lin Playing,” by W. J. Hende 
was used in the August issu 
appeared in The Outlook. 1: 
acknowledgment for this ri 
omitted from the August Ez 
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Making Records of Pupils 
Work 


Ourrits can now be secured at a reason- 
able price by which anyone can make 
phonographic records of their own or 
pupils’ work, A violin teacher writes to 
Tue Erune: “When a pupil plays a com- 
position at his best, I secure a blank record 
and have him and his accompanist play it 
for the record, Then I put the record 
away, and in from one to three months 
Jater I play it for the pupil and let him 
point out his own mistakes or errors, and 
I explain anything which is wrong with 
his performance. I find that pupils see 
their advancement by this method, and 
that it helps them from a technical stand- 
point especially.” 


The Ricochet 

In the “William Tell” overture, after 
the storm music comes the gallopade, the 
merrymaking, and dance of the peasants. 
What gives to the opening measures of 
this gallopade its indescribable air of 
gayety and joyfulness—expressing the de- 
light of the peasants that the storm is 
over—is the ricochet bowing employed by 
the violinists. ; 

The ricochet is where two or more notes 
are played in one bow, either up or down, 
the bow bouncing from the strings be- 
tween notes. Stand at a pond and skip 
flat stones over its surface, the stones 
bouncing as they strike the surface of the 
water, and you will get an idea of the 
ricochet, The stone is the bow; the water 
is the string. This stroke is executed at 
the middle of the bow or a little above. 
The bow is thrown down on the string in 
such a manner that it bounces on the 
string. At the same time it is pulled or 
pushed along, according to whether the 
ricochet is being executed with the down 
or up bow. As the bow is pulled along it 


keeps bouncing on the string, making a 


graceful, fairy-like staccato which cannot 
be made by any other variety of bowing. 

Many students fail because they keep 
the bow pressed to the string as in firm 
staccato, instead of relaxing the wrist and 
arm so that the bow will bounce. Others, 
again, fail because they forget to keep 
pulling or pushing the bow along, the re- 
sult being that they get no tone, 

The ricochet, like every other bowing, 
should be practiced first on open strings 
asi in, dix, 1 


Ini this exercise the bow is thrown down 
on the A string, the bow rebounding be- 
tween the first two notes, The third note 
is played with the up bow. In case it is 
desired to practice with the rebounding 
on the up stroke, the first two notes are 
played with the up bow and the third note 
with the down bow. The stroke must be 
executed very lightly and delicately at 
first, making the bouncing very even. 
After two notes can be played in even re- 
bounds, three should be tried, and so on 
up to eight. It is of no use to try to play 
passages requiring left-hand work until 
the bowing has been thoroughly mastered 
on the open strings. 

After the open string work can be done 
eyenly and rhythmically, this bowing, in 
combination with left-hand work, can be 
taken up. Ex. 2 is a scale passage to be 
played with this bowing, and which has 
been found to be of the greatest assist- 
ance to pupils learning to play practical 
passages with this bowing. It can be 
used with either up or down bowing. In 


this scale exercise the great difficulty is 
to make the rebounding bow strike the 
string simultaneously with the finger of 
the left hand, and it will require much 
practice before the pupil can play the 
passage evenly and fluently, The teacher 
or pupil can easily devise other exercises 
on the intervals of the various scales, 
where three, four or more rebounding 
notes are used, The bowing as given in 
Ex. 2 can easily be applied to the other 
major and minor scales. The pupil who 
can execute the ricochet on the scales in 
this manner will find little difficulty in 
mastering any passage in it which he will 
be likely to meet in his exercises or pieces. 


Violin Making 

Viotin Maxinc—by Walter H. May- 
son, the “Strad” Library, No, 11, Third 
Edition, pub. by Horace Marshall & Son, 
London; Charles Scribners’ Sons, New 
York. 

This admirable little work should be in 
the hands, not only of eyery violin maker, 
but of every violin player as well, for every 
violinist should know his instrument, and 
Mr. Mayson’s work is well calculated to 
conyey this knowledge. 

Written in plain, simple English, this 
work commences at the beginning and 
takes up in the most minute detail the pro- 
cess of making a violin, from the selection 
of the wood to the final varnishing and 
fitting up. Thirty-one illustrations make 
the various processes clear. It contains a 
thousand hints on the best and most prac- 
tical way to do everything connected with 
the creation of a violin. 

As an example of the author’s style, and 
the practical way in which he treats of the 
various parts of the violin and their adjust- 
ment, his remarks about the sound-post 
will be’ of interest. He writes: “The 
sound-post must engage your closest atten- 
tion, and must be of old Swiss pine. There 
is, again, no rule as to thickness—some 
violins do best with a thick, others with a 
medium to thin post. I only tell you for 
guidance, a medium to thin is mostly used 
by me, It must be evenly rounded, and 
‘both ends filled, so that the angles of back 
and belly may fit exactly when it is placed 
inside. To get the EXACT length is not 
lan easy matter, but you will find this hint 
useful: With a thin piece of wood gauge 
the depth through the upper hole of the 
sound hole, from the back to the outer 
surface of the belly, and your post will 
have to be a trifle longer than this, minus 
the thickness of the belly. Then take a 
sound post setter and fix the pointed end 
into the wood, sloping sides towards you, 
of course, and do your best to place this 
most exacting, but most necessary adjunct, 
just behind the center of the foot of the 
bridge on the E string side—the distance 
of about a good sixteenth of an inch be- 
hind the side next to the tail-piece. When 
fitted it must be neither slack or tight, but 
between the two, 

“Of course, this operation will be, to a 
novice, a horrible job. He will fume and 
perspire, and, I fear, use strong language 
—none of which will help him, but, on the 
contrary, will retard progress. The thing 
has to be done and done well; and it would 
be much better, if the amateur cannot do 
it ultimately, to pay an expert for timely 
instruction, 

“Then fit the end pin; but before doing 
so, look through the hole in which it has 
to go, and ascertain if the post inside be 
straight—which is very necessary for the 
production of pure tone. Regulate with 
the broad end of the setter, and draw or 
push through the sound hole on either side, 
as may be necessary.” 


“Artists will derive additional facil- 
ity of execution from hearing and culti- 
vating vocal as well as instrumental 
music.” 

ee Bia atd. 
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WaicH ONE 
will help you win 
Jameand fortune? 


For half a century the world’s great 
artists have used Conn instruments. 
The stars of today in concert bands, sym- 
phony, opera and popular orchestras, have 
risen to fame playing Conns. They accord 
a generous measure of their success to these 
superb instruments. 

You will profit by following their ex- 
ample. Win success, profit, pleasure with 
a Conn, “the instrument of the artists.” 
Remember, with a Conn you get these 
definite points of superiority: 

Easier Blowing: each tone responds to 
the slightest lip pressure. 

Perfect Scale: accurate intonation in all 
registers. 

Most Reliable Action: lightest, easiest 
and surest, whether slide, valve or key. 

Beautiful Tone: our exclusive hydraulic 
expansion process insures accurate propor- 
tions and perfect carriage for sound waves, 

All exclusive Conn features at no greater 
cost, Highest honors at World Expositions. 


Some Famous Conn Artists 
Upper Left: TED LEWIS, famous “‘jazzical clown.” 
Right: DON BESTOR, Director Benson Victor 
Record Artists. 
Lower Left: MAL HALLETT, Director Roseland 
(Broadway) Orchestra. 


Lower Right: RALPH WILLIAMS, Director 

Williams” Orchestra. 

FREE TRIAL; EASY PAYMENTS. Send post- 
card for details, mentioning instrument that interests 
you. Conn is the only maker of every instrument 
used in the band, We also make high grade violins 
and drums, 


Dealers and agents everywhere. Factory branches: 
Conn New York Co. Conn Detroit Co. 
Conn New Orleans Co. Conn Cleveland Co. 
Conn Chicago Co, Conn Seattle Co. 
Conn Portland Co, Conn Atlanta Co. 


C.G, CONN, Ltd., 913 Conn Bldg., Elkhart, Ind. 
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‘WORLD'S 

LARGEST MANUFACTURERS 
OF HIGH GRADE BAND AND 
ORCHESTRA INSTRUMENTS 


JATE YOUR 
AL BUMP 


SHPTEMBER 1923 


‘Page 638 


Freckles fade 
while you sleep 


No other beauty treatment is as easy and 
effortless as removing freckles with Still- 
man’s Freckle Cream. my ! 

Simply apply it before retiring. While 
you sleep the freckles gently fade away, 
bringing back a clear white complexion, 
Safe and sure—in use since 1890. Look for 
the purple and gold box. On sale at all 
druggists, in 50c and $1 sizes. Write for 
free booklet, “Beauty Parlor Secrets.”’ The 
StillmanCo, 27 Rosemary Lane, Aurora,llL 


Stillman’s 
Freckle 


Cream 


“Beauty Parlor Secrets” 
sent free on reques* 


ve 


i) 
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Out the 
n Beauty 


Beneath that soiled, dis- 4 
colored, faded or aged com- 
plexion is one fair to look upon. 


gradually, gently absorbs the 
devitalized surface skin, revcal-. 
ing the young, fresh, beautiful skin 
underneath. Used by refined women 
who prefer complexion of true natu 
ralness. Have you tried it? 
Mercolized Wax (beautifier) . .%5c 
Powdered Saxolite (for wrinkles) 75c 
Phelactine (hair remover) . . . $1 
| Powdered Tarkroot (face rester) $1 


Dearborn Supply Co., 2358 Clybourn Av., Chicago. 


Drug Stores 
and Toilet 
Counters 


LiBERAL EXAMINATION PRIVILEGES 


There is no better way for teachers 1o obtain new teaching 


material than to let us send a package for examination. Write 
for Details of the ‘On Sale’' Plan. 
THEO, PRESSER C€O,, 1712 Chestnut St., PHILA., PA. 


IT’S OFF 


Jecause 


IT’S OUT 


—hundreds of hairs in an 
instant. That's why ZIP is 
so successful anid so popular 
with Beauty Shops, Specialists 
Actresses and women of good, 
judgment. 


ZIP does more than merely remove surface hair. It act- 
ually attacks the cause’ under the skin, and thus quickly, 
gently and painlessly lifts out the hairs with the roots. The pro- 
seems almost miraculous, but my eighteen years of success in 
treatments with ZIP, and the colossal increase in sales, 
proves that it is the scientifically correet way to destroy the 
xrowth. Whatever preparation you use, demand that you see 
the roots after taking treatment and thus be sure that you are 
attacking the cause. 

ZIP is easily applied at home, pleasingly fragrant, effective and 
absolutely harmless. It leaves the skin soft and smooth, pores con- 
tracted, and like magic your skin becomes adorable. 

G auteed Ou money-back basis. 
FREE DEMONSTRATION at my salon. 
Write for FREE BOOK “‘Beauty’s Greatest Secret.’’ 
FOR SALE EVERYWHERE 


@ Dept. 360 
! Uleclawues tung 
Specialist 


562 Fifth Avenue 

(Ent. on 46th St.) 
New York 

Mail this 

Coupon 

Today! 


Dept. 360 
662 Fifth Ave.,N.Y.C, 
Please send me Free Book 
*‘Beauty’s_ Greatest, Secret'’ 
~ telling how to be beautiful and ex- 
plaining ZIP. Also please send me 
a Free Sample of your Massage & Cleansing Cream, 
guaranteed not to grow hair.(Please print your name) 


_. City & State . 
rere erat 


Please mention THE ETUDE when addressing 
our advertisers. 


Earnings of ‘Symphony Players 


So many violin students write to Tur 
Erupr wanting to learn what can be earned 
by symphony orchestra players that a few 
words on the subject may be of interest. 
A few years ago it was common to pay 
symphony orchestra musicians a certain 
sum for each concert, including one or 
more rehearsals. At present almost all 
the leading orchestras in our large cities 
pay their members by the week, for a sea- 
son consisting of a certain number of 
weeks. It was found that this was the 
only dependable method of keeping an 
orchestra of high grade players together. 

The salaries of first-class orchestra men 
have been steadily advancing for some 
years. The members of the Chicago Sym- 
phony’ Orchestra have recently succeeded 
in‘ getting an increase in their salaries of 
$15 per week. By the last settlement with 
the Musicians’ Union, the orchestra asso- 
ciation has agreed to pay them a minimum 
of $75 a week, instead of $60 as hereto- 
fore. The agreement is that the musicians 
will play 126 concerts a season. The sea- 
son guaranteed to the men is 29 weeks, 
with one week’s vacation without pay. This 


increase will add about $28,000 to the 
yearly expenses of the orchestra asso- 
ciation. 

From the above figures it will be seen 
that a member of the Chicago orchestra 
can count on an income of $2,100 from the 
orchestra alone. However, most of the 
players have other sources of income out- 
side of the regular season. They play in 
summer orchestras, teach, arrange music, 
compose, and have many other sources of 
income additional to their salaries as 
orchestra musicians. Fifty of the men of 
the Chicago orchestra play at Ravinia 
Park, near Chicago, for the grand opera 
which is held there in the summer. * 

It should also be understood that, the 
above figures. are the minimum. salaries. 
The concertmeister receives a much larger 
salary, also the leaders of the various string 
sections, the second violins, violas, ‘cellos 
and double basses. Some of the wind in- 
strument players, such as the first flute, 
first oboe, first clarinet, etc., receive much 
higher: salaries than the rank and file of 
the orchestra. Wind players of eminent 
ability are always hard to find. 


The Etude 


Letter Box 


Some of the brightest thoughts and “happiest’’ ideas that have come to us in past 


years are received in letters of rare interest. 


We welcome letters and are glad to 


publish them when they contain fresh, interesting and helpful aspects of musical matters. 


A Warning 
To Tun HTuDE: 
In a recent article appeared the statement 
that eighteen for the male and sixteen for 
the female is the proper time to begin voice 


training. Having been, myself, the victim 
of improper methods in this work, a few 


words may not be inappropriate. 

When a child the writer attended a country 
Sunday School near the foot of the Juniata 
Mountains. A bunch of small boys with 
dangling feet and lusty voices found joy in 
literally yelling through the songs. Oh, that 
I might have been warned, as the readers of 
the article mentioned, to save my voice till 
later. ' 


Time passed and I became a member of 
choirs. Then I discovered that I was not 
singing properly. I began lessons with ex- 


cellent teachers; but the best they could 
produce was a ‘“‘semi-cultivated”’ voice. <Al- 
ready too much of it had been destroyed by 
wrong use. 

So many “vocal wrecks’ have come to my 
acquaintance that I would give this word 
of caution. Sing, but sing carefully during 
childhood. Then, as soon as the right age 
is. reached, study carefully under a competent 
teacher and thus make the most of your gifts. 
It may mean that you are preserving talent 
which will make of you “one of the elect.” 

HerRBprt G. PATTON. 


Preserve all Copies of ‘“The Etude’ 
To THEr Erupe: 

It is a good idea to file in a safe place all 
eopies of Tum Hrupp. They contain so many 
valuable articles which at the time of read- 
ing may be too far advanced for the student; 
but in later years these same articles will be 
of great interest and help him to much yal- 
uable jnformation, ‘ 

So many students discard a musical maga- 
zine after reading the materials they can 
digest ; and in after years when their contents 
could be better understood, they are not at 
band. What may seem dull and monotonous 
to the beginner will become a mine of instrue- 
tion and inspiration later on. 

Tue Erupr contains so many splendid ar- 
ticles written by experts, people who haye 
arrived at and gained success in their profes- 
sion, and who give the benefit of their experi 
ence in different branches of the musical art. 

Someone, specializing in some one branch 
of music, may later wish to take up another. 
Then he will find that the back numbers of 
Tuy Erupp contain just the information he 
needs. As a musical student, nothing was 
more interesting and inspiring than to get 
out my old copies of the musical periodicals 
which I had stored away for future reference. 
Each time I was able to understand more 
of their contents, and each time they seemed 
to meet some particular need. 

So, do not discard any such magazine as 
Tue Erupry. When you have extracted all 
the information possible for the present, pre- 
serve it carefully for its future value. 

Apa Man Horrrexk, 


Raising Funds for My Daughter’s Music 
To Tan Drupp: 

At seven my little girl would sit at her toy 
piano and play by the hour; so I decided that 
she should have a musical education. 

My husband, making but a small salary 
as postmaster in a small town, said that it 
would be impossible to buy a piano and that 


we should wait till daughter was twelve be- 
fore beginning her lessons. 

Now I had been put off in just this way 
by my father till I was sixteen, and I deter- 
mined that daughter should have a chance. 
I bought a four hundred dollar piano (paying 
twenty dollars down and five dollars per 
month) and started her lessons 
This money I made by taking charge of the 
money order business and keeping the books 
for my hushand. 

My daughter practiced two hours’ per day 
—one in the morning while her mind was 
fresh and one after school. At fourteen she 
was playing classical music and for the jun- 
ior programs at our church. 

Then we came to a larger town with better 
advantages. I now provide for her tuition 
by my writings and a novelty shop which I 
keep during vacation. 

My advice to mothers is to begin their 
daughters’ musical education early, while 
their natures are in the formative period. 

Me“Ge ih; 


Cure for the Double Movement 


To Tun Hrupy: 
Having read the interesting article in a 
recent HErupn, by Sidney Vantyn, entitled, 


“Are You Guilty of the Double Movement ?”’ 
I will suggest a mode of practice which can 
be applied to any piece of music and that by 
persistent use will overcome any tendency of 
the aboye habit. i 

The writer of the mentioned article ex- 
plained minutely that the double movement 
is a hesitaney in attacking a chord or series 
of chords; or, worse, it is a downward move- 
ment of the hand to find the keys after which 
the hand is lifted and again descends, this 
time to play the chord. To effect a cure, 
much patience is required ; 
have, not shown a dislike for the following 


mode of practice when an explanation is 
given that it will facilitate speed, promote 


complete relaxation, and insure correctness of 
notes and fingering. 

Place the hand with the proper fingers on 
the notes of the first chord, with the arm and 
wrist completely relaxed, wait indefinitely 
while the mind pictures the following chord 
with its fingering. _The first chord is played 
staccato by an ‘upward spring cf the hand 
and descends or rather falls relaxed and of 
its own weight in one movement upon the 
keys of the second chord; but does not play 
them. The hand merely waits there indefi- 
nitely with a thought first of complete relax- 
ation and then the mind again pictures the 
following chord with its fingering. Another 
upward spring and the hand plays the second 
chord staceato and falls relaxed upon the 
third chord, but does not play it until com- 
plete relaxation has been effected and the 
mind knows where the hand must next pro- 
eeed, This process is continued through a 
passage or section of a piece. The hands 
should be used separately, and together. The 
metronome will be an aid and, set at 50, six 
beats may be the waiting period upon each 
chord. As facility is gained the waiting 
period may be reduced one beat at a time 
until the passagé can be played with a chord 
for each beat of the metronome. Quick 
movements are the result of this kind of 
practice and it may be applied to chords or 
single notes that may or may not have rests 
between them. This practice will also work 
wonders with a pupil of poor reading ability. 

; Epwarp C, Kunow. 


October 40th Anniversary Issue a Real Feast 


Just look who will be represented. in the October ETUDE through articles, ic, etc. Sch ka, 
Widor, Rachmaninoff, Lhevinne, Thomas A. Edison, John Philip peas Sehoonbeve Ciamiinde, ‘Cecil Bi 


low Lieurance, R. Huntington Woodman, Emma Calve, 


Fisher, 


Moszkowski, 
Cecil Burleigh, Thur- 
Charles Wakefield Cadman, Albert Spalding, William Arms 


and many other celebrities in the music world. Don’t miss this “ETUDE at its best” number! 


\ 
‘ 


at seven. > 


but my pupils” 


EASY ORCHESTRA 
that will interest 
Music Supervisors and T 

Stuber’s ‘Instrumental Music 
school and class work with orchests 
beginners, This course has been use 
three years in public schools with th 
pupils. ‘ j 

Root’s Beginner’s Orchestra No. 
and will afford a repertoire 
and keep the pupil interested. 
been introduced into thousands of 
vents and other similar organiza’ 
great success, 

Root’s Beginner’s Band Book 
scales and ‘exercises in each bi 
easy pieces for ensemble playing. 
all Saxophone parts. 

Samples upon request 
E. T. ROOT & SONS _ 
1530 East 55th St. Cc 


VIOLIN TEACI 


The ACADEMY VIOLIN METHOD wit 
ACCOMPANIMENT for BEGINNERS, | 
of the most practical technical studies I 
fahrt, Bancla, Hohmann and deBeriot 
ductory price 50c. At all dealers $1.00. 


CAVANAUGH MUSI 
(PUBLISHERS) 
WICHITA 


Ry Note or Rar. With or without music. § 
Adult beginners taught by mail. No teacher re 
instruction Course for Adyanced Piunists. Learn 
Bass, 180 Syncopated Effects, Blue Harmony, Orie 
Movie and Cafe Jazz, Trick [Endings, Clever Br 

Fillers, Sax Slurs, Triple Bass, Wicked Harmony, 
| gato and 247 other subjects, including Har Playing. 

of RWAL Jazz, 25,000 words. A postal brings 
special offer. fF ; 


‘Waterman PianoSchool,24] Superba Theater Bldg., 108 


Faust School F 


STANDARD 
~~ ALUMN 


OF A 
1 OF 


‘Piano Tuning, 
_ Reed Organ 
Piano. Year 
' 27-29 Gainsbo 
BOSTON, 


THE ETUDE VIOLIN STR 


The ETUDE Strings are nearly as perfect 
est grade imported string,but are much | 
Three length E Strings .-.. 

Two len wih A’s or D’ s, each 
G Strings, ench 

80 Strings (1B , E, 


THEODORE PRESSER CO., Phil 


SPECIAL NOTIG 


ANNOUNCEMEN 


PERSONAL, FOR SA 
or WANTED 


Rate 10c per word 


A department conducted for assistin, 
readers to dispose of personal m 
sessions and to seck or offer postit 


WANTED—Position as teach 
of New England Conservatory 
Boston. Pianist. Three years 
voice culture. Organist and ¢ 
eight years. Proficient in Harm 
and History. Excellent referen 
H. H. S.. care of The Etude. 

FOR SALE—Old Violin Outf 
old, $50. Address, Musician, 
Ave., Lancaster, Ohio; Vi 

MUSIC TEACHER DESI 
TION in College, Conservatory 
School. Subjects: Piano, Harmo 
garten Music. Trained, Bosto 
York. Experience, fifteen ye: 
R. P. M. care of The Etude, 

KOR SALE—Schirmer’s Schoo 
Series, unused. Modern Musie and & 
vocal. W. P. Neal, Grayson, Ky. 3 

FOR SALE OR RENT—Vir 
lavier, Mahogany. JHxcellent con 
Van Kirk, 1333 Pine St., Phila., Ba 


NCEME 
Rate 20c per word _ 
MUSIC COMPOSED—Send wo! 
scripts corrected. Harmony, Corl 
lessons. Dr. Wooler, Buffalo,sN. 
MUSIC COMPOSED; manuscr 
Band and Orchestra arranging. C¢ 
guaranteed instruction in Har 
J. Rode ‘Jacobsen, 2638 Mik 
Chicago, Ill. i 
WHY NOT LET US PLAY 
Roy Johnson’s Unbleached A 
Manipulators. Phone Spruce 10 
413 S. 19th Street, Phila., Pa. 
FOR SALE—To close estate 
of OLD VIOLINS; low 


list. O. M. Pausch, 2220 Blake 
California. ACF 


Please mention THE Ecuae when 4/) 


A Happy Velvet Grip Boy 


Soh aud, Tumble 


cr ROM the time they get up until 


h the famous Oblong All-Rubber 
n Clasps apretett the stockings 
_are very GENTLE on hosiery. 
_ Please ask for them by name. 
SE _ FROST COMPANY, Boston 


Hy-with Dent's Toothache Gum. It 
t things for bad teeth. 


TOOTHACHE GUM 


1, Stops toothache instantly. 

2. Cleanses & protectscavity. 
4) 3. Retards further decay. 

4. Destroys all odor. 


}mo creosote or harmful ingredients. 

spill or dry up like liquids At all 
sts’ 25c, or by mail upon receipt of price. 
for 35 years by C.S. Dent & Co., Detroit. 


AND ORCHESTRA MUSIC 
supply your needs in this line. 
t Service, Reasonable Prices. 
SER CO. 1712 Chestnut St., Phila., Pa. 


readers of THE BOYS’ MAGAZINE, 
is gaining recruits every day because 
dly illustrated magazine contains just 
reading every -blooded American 
The very best stories, both serial and 
world’s best writers. Special depart- 
: to Radio, Mechanics, Electricity, 
Physical Training, Stamp Collecting, 
hotography. ming, etc., etc. 
I big pages with handsome covers in colors. 
‘lot of jokes and comic drawings. 
away $132.00 in Cash prizes for the best 
‘short stones, drawings, cartoons, articles 
anics, electricity, etc. There is no 
our boy should not win some of these 
These Prize Contests are continuous 


of THE BOYS’ MAGAZINE gives — 


regarding them. 
te A SIX MONTHS’ 
t only 25 CENTS. Surely you 
te to invest this small amount in 
i !, or 4 fend, six solid 
, entertainment and 


a 
in stamps if more convenient. 
at all newsstands 10c a copy) 
ew ee ee 
Redfield Co., Inc., 
St., Smethport, Pa. 
is fora six months’ subscription te 1HE 
half price offer. 
send ae first copy 


Chopin’s Only Method 


Wuen Chopin wrote his Trois Nou- 
velles Etudes he possibly had in mind the 
preparation of a method of playing 
which might have been of inestimable 
value to future generations if he had had 
the persistence and strength to put it 
down. All he did was to preface the 
work with a few notes which remain 
among the few things he had to say 
about his wonderful art. . These notes 
were given to the Princess M. Czar- 
toryska, by Chopin’s sister, after , the 
camposer’s death. We give them here in 
the translation of Natalie Janotha. 


“Tt must be well understood that there 
is here no question of musical feeling or 
style, but simply of technical execution 
—mechanism, as I call it. The study of 
this mechanism I divide into three parts. 
To learn to play the notes with both 
hands, at one key’s distance from one 
another; distant, that is to say, a tone or 
half a tone. This includes the diatonic 
and chromatic scales and the trills. 


“As no abstract method for pursuing this 
study exists, all that one can do, in order 
to play the notes at a half toné or whole 
tone distance will be to employ combina- 
tions or fractions of scales or to practice 
trills. It is unnecessary to begin the 
study of the scales with that of. C, 
which is the easiest to read, but. the 
most difficult to play, as it lacks the sup- 
port afforded by the black notes. It 
will be well to play, first of all, the scale 
of G flat, which places the hand reg- 
ularly, utilizing the long fingers for the 
black keys. 


The student will arrive progressively 
at the scale of C, using each time one 
finger less on the black keys. The 
trill should be played with three fin- 
gers; or with four as an exercise. The 
chromatic scale should be practiced with 
the thumb, the forefinger and middle 
finger, also with the little finger, the 
third and the middle fingers. 

In thirds, as in sixths and octaves, use 
always the same fingers. 

Words were born of sounds; sounds 
existed before words. A word is a cer- 
tain modification of sound. Sounds are 
used to make music, just as words are 
used to form a language. Thought is ex- 
pressed through sounds. 

An undefined human utterance is mere 
soind; the art of manipulating sounds is 
music. An abstract sound does not make 
music, as one word does not make a 
language. For the production of music 
many sounds are required. The action of 
the wrist is analogous to taking breath 
in singing. 

N. B. No one notices inequality in the 
‘power of the notes of a scale when it is 
played very fast and equally, as regards 
time. In a good mechanism. the aim is, 
not to play everything with an equal 
sound, but to acquire a beautiful quality 
of Sound and a perfect shading. For a 
long time players have acted against 
nature in seeking to give an equal power 
to each finger. On the contrary, each 
finger should have an appropriate part 
assigned to it. The thumb has the great- 
est power, being the thickest finger and 
the freest. Then comes the little finger, 
at the other extremity of the hand, and 
is assisted by the first. Finally comes 
the third, the weakest one.. As to this 
Siamese twin of the middle finger—bound 


by one of the same _ ligaments—some 
players try to force it with all their 
might to become independent. A thing 


impossible, and most likely unnecessary. 
There are, then, many different qualities 
of sound, just as there are several fingers. 
The point is to utilize the differences; 
and this, in other words, is the art of 
fingering. 


Relaxation 


By Sidney Bushell 


Younc vocal students are frequently 
led astray by the injudicious use of the 
word “relaxation” and the insistence, in 
articles upon voice culture, of a condition 
of -perfect relaxation being the ideal one 
for the production of tone. 

A moment’s thought will serve to show 
that a firm, resonant tone. cannot result 
from an instrument in the condition of 
absolute flaccidity demanded by these 
writers; and what is more, they know it! 
They know that good tone is the result 
of a proper adjustment of all parts of the 
body, yes, even the very poise of. the body 
itself. One great voice teacher has said, 
“In singing, the first thing to be consid- 
ered is the position of the body.” And 
again, “an easy, graceful, buoyant position 
is an essential.” Picture the ease, grace 
and buoyancy of an entirely limp body, 
one in a condition of perfect relaxation! 
If singing were possible under these con- 
ditions the singer would have to be carried 
upon the stage on a stretcher. 

If not relaxation, what, then, is the 
condition these writers so persistently 
advocate? It is 

Not “Relaxation,” but “Release ;” 
release of the tone from the cramping 
grasp of a tight throat, release of the 
stiffened jaw and rigid tongue. Freedom! 

Leave the heavy work to those parts of 
the body especially fitted for it. The 
driving power of the vocal motor is the 
result of tension, somewhere. Confine it 
to where it rightly belongs—all that region 
below the throat. Even there it is not 
the tension of rigidity, but rather the 
elasticity of expansion under proper con- 
trol, which results in the “easy, graceful 
and buoyant” position of the whole body. 

Marie Withrow, in Some Staccato 
Notes for Singers, has likened the singer's 
body to a flagstaff which furnishes a sup- 
port for the flag, and leaves the flag free 
to wave. The simile is a helpful one; 
and to carry it still farther, and in a 
warning to be kept in mind by strivers 
after “big” tone, temper the blast to the 
strength of-your flag, lest 

“Like a wind-swayed flag it breaks 

The motto it displayed.” 


Reasons for Teachers’ 
Success 


By Mrs. H. B. Hudson 


1. Tuey love their work and their 
pupils. 

2. They have the art of imparting what 
they know. 


3. They have a cheerful studio, and a 
good piano always in tune. 

4. They are themselves cheerful and 
enthusiastic. 

5. They try to put into the lesson 
period all they can that is helpful instead 
of as little as possible. 

6. They act appreciative of what the 
pupil tries to do even though his efforts 
are crude and unmusical. 

7. They show their interest in their 
pupils between lessons, and plan little sur- 
prises and pleasures for them. 

8. They occasionally send friendly 
notes to the parents, expressing satisfac- 
tion with the pupil’s progress. 


“What is music? This question occu- 
piedsmy mind for hours last night before 
T fell asleep: The very existence of music 
is wonderful, I might even say miraculous. 
Its domain is between thought and phe- 
nomena, Like a twilight mediator, it 
hovers between spirit and matter, related 
to both yet differing from each. It is the 
spirit, but spirit subject to the measure- 
ment of time; it is matter, but matter that 
can dispense with space.”—Hetne, 


SEPTEMBER 1923 


I Have Found Out 


How to Get Rid of 
Superfluous Hair 
At Once 


Here’s the Secret 


I had become utterly discouraged 
with a heavy growth of hair on my 
face and lip. I had tried every sort 
of depilatory and electrolysis and 
even a razor. But I couldn’t get 

rid of it. 

Then Imadeawon- 
derful discovery. I 
found a simple 
® method by which I 
“% removed the hair at 
once and most won- 
derful to relate, it 
keeps the hair re- 
moved. My face is 
now as smooth as 8 
> baby’s, not only free 

ree) from superflu- 

“ ous hair but 
imples 
' and blemishes. 
i Ihave explained 
S| this discovery 
to thousands of 
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same exper- 
ience with it 
. that I had 


“Ss “plain it 
: to you if you also 
have superfluous 
“hair. It isn’t like 
anything you 
haveeverused. It 
is not a powder, 
paste, wax or liquid, not a razor, not 
electricity. It causes no itching or 
burning and leaves no scars. As 
easy to use as your comb or brush. 


Send for Free Book 


A book that tells just how this wonderful 
method gets rid of superfluous hairis free upon 
request. Don’t send a penny—just a letter or 
post card. Address Annette Lanzette, Dept, 
602 Care Hygienic Laboratories, 204 S. Peoria 
Street, Chicago, Ill, 


AMERICAN 
STATIONERY 


Sac 


i 


yA 


‘The original printed type of note 
paper—for informal correspondence 
‘and household business uses. Music 
Zteachers find this splendid for their 
*/statements, announcements and ma- 
Y//terial orders. Noted for its sterling 
WY quality. Printed on National Bank 
/,, Bond—exquisite writing surface.Size 
yf sheet 6 x 7; envelopes to match. 


) Sold only by mail from Peru, Indiana. Special 
facilities insure ree t service. Order a package 


J/ now. Remit with order — or, if inconvenient at 
the moment, we will ship C. O. D. West of 
{Denver and outside of U.S. add 10%. 


The American Stationery Co. 
1934 Park Avenue, Peru, Indiana 


200 Sheets 
100 Envelopes 


, SPRINTED WITH ANY 
NAME AND ADDRESS 


*3| THE AMERICAN STATIONERY CO., 
J 934 Park Avenue, Peru, Ind. 
Send me a pack of 200 sheets and 100 enve- 
lopes of American Stationery to be printed 
as shown on attached slip. (Note: To avoid 
errors, write or print copy plainly.) 


MONEY REFUNDED IF YOU ARE 
NOT WHOLLY SATISFIED 


Please mention THE ETUDE when addressing 
our advertisers. 
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Annual September Bargain Off 
These are Special Low Introductory Prices—Good Only 


HERE ARE NEW PUBLICATIONS THAT HAVE BEEN PRAISED HIGHLY B 
IT IS TO ACQUAINT MORE MUSIC BUYERS WITH THE MERITS OF THES 
THEM AT POSTPAID LOW FINAL INTRODUCTORY CASH PRICES 


THEO. PRESSER CO., 1710-1712-1714 Chestnut St., Philadelphia, F 


SEPTEMBER 1928 


IMPORTANT :—Order by Offer Number. 


These Prices are for cash with order, transportation charges 


prepaid. At these low prices these works are not returnable, 


and.only 1 copy of any may be ordered. 


Piano Methods and Studies 


OFFER No. 1 


Bilbro’s Kindergarten Book 
By Mathilde Bilbro Price, 75 cents 


Introductory It is hard to imagine a better 
Cash Price work for the very first musical 

instruction than this. The tiniest 
35 cents 


tots, not even knowing the alpha- 
bet, can be acquainted with the 
piano keyboard very quickly through the use 
of Miss Bilbro’s unique and practical ideas and 
attractive easy study material. 


OFFER No. 2 


Etudes de Style 


By E. Nollet, Op. 25 Price, $1.25 


Introductory These studies are ideal for fol- 
Cash Price perig autee aa Op. 299, or 

even tamer. Many teachers 
40 cents are familiar with Nollet’s Etude 


Melodiques and we _ predict 
Etudes de Style will be as popular with teachers 
searching for new modern works to replace 
those of the old school. These studies, which 
are partly technical and partly interpretive, 
have been edited and fingered by Louis Oesterle. 


OFFER No. 3 


Etudes Miniatures 
By Frances Terry Price, $1.25 


Introductory Twenty-six studies or study 
Cash Price pieces that lie a grades two and 
40 cents two and a half. They are par- 


ticularly good, being quite inter- 
esting musically and technically. 
They exceed many second grade offerings in 
that they are tuneful throughout and well con- 
trasted, the harmonies and general treatment 
being most workmanlike. 


OFFER No. 4 


First Piano Lessons at Home 
Piano, Book 1 and Writing Book 1 


By Anna H. Hamilton Price, $1.00 
Introductory Many mothers with music as an 
Cash Price accomplishment look forward to 
50 cents the time when they and their little 


ones will be chums at the piano. 
This book is designed to’ make 
this a realization at an early period in the 
child’s life. The writing book helps the little 
tots to learn time and notation. The keyboard 
work of the child has an accompaniment by the 
teacher. A very interesting first instructor. 


OFFER No. 5 


Golden Memories 
By Mrs. H. B. Hudson Price, 90 cents 


Introductory A book that enables any one with 
Cash Price 2g preere and a ies to get 

melodies out of the keyboard of 
35 cents a (piano. These golden memories 


are 27 songs of long ago arranged 
in letters and notes. im keyboard diagram is 
given. By means of this letter system the tin- 
jest tots can be taught He ee of piano play- 
ing and older folks wishing to play some of the 
dear old songs can gratify their desire, 


OFFER No. 6 


Melodious Elementary Etudes 
By Franz J. Liftl, Op. 161 Price, $1.25 


Introductory Franz J. Liftl is one of the lead- 
Cash Price ing European teachers working 

in easier and intermediate grades 
35 cents and his educational works have 


met with great favor. This, his 
most recent, is a set of studies suitable for sec- 
ond grade work and leading by easy stages 
into the third grade. They are well made 
musically and well balanced technically. . Teach- 
ers who desire to promote technic and musician- 
ship side by side will be interested. 


OFFER No. 7 


Play and Sport 
20 Second and Third Grade Study 


Pieces 
By A. Sartorio, Op. 1235 


Introductory 
Cash Price 


Prioe, $1.00 


New, bright study pieces contain- 
ing a rene of ee peren mate- 
rial. ey are all tuneful and 
40 cents full of rhythmic go, making them 
intéresting to practice. Each has 
been given an appropriate title helping the pu- 
pil’s imagination. 


OFFER No. 8 
Player’s Book 


School for the Pianoforte, Vol. III 
By Theodore Presser Price, $1.00 


Introductory A fine modern educational work 
Cash Price that is a superb offering for pu- 

pils progressing in the second 
45 cents and third grades. It is a sys- 


_tematic study of the various 
phases of piano technic—trills, ‘octaves, re- 


peated notes, etc., including memory study and. 


ear mages The material is pleasing and et- 
tractive. esigned to follow the successful 
volumes, Beginner’s Book. and the Student's 
Book, Teachers who have not seen this al- 
ready popular Players Book will find it well 
worth while to secure a copy at this final in- 
troductory price. 


OFFER No. 9 


Sixteen Recital Etudes 
By Ludwig Sohytte, Op. 58 Price, $1.25 


Introductory Schytte ranks among the best of 
Cash Price the modern comeaey His 

studies are equal to those of 
40 cents Heller, Jensen and others of the 


same class. These studies would 
correspond in mechanical difficulty with Heller, 
Op. 47. They are agreeable and pleasant to 
play, having musical worth, yet enabling the 
student to gain mechanical control of the key- 
board,. Teachers will find it helpful to substi- 
tute studies such as these for the commonly 
used works of Heller, Clementi, Kohler and 
others. 


OFFER No. 10 


Short Melody Etudes 


With Technical Points 
By Mathilde Bilbro Price, $1.00 


Introductory These studies afford a beautiful 
Cash Price a lof anblogy and eee 

nic. ey tange from grade 
35 cents one and a half to grade two. 


Miss Bilbro is a gifted writer 
of elementary study material and her works 
are very successful, Teachers securing these 
Short Melody Etudes will realize readily the 
treason for the success of Miss Bilbro’s writings. 


OFFER No. 11 
Short Study Pieces 


In the Second and Third Grades 
By M. Greenwald Price, $1.25 
Introductory Each one of these pleasing study 
Cash Price pieces page le some paietiar 

phase of technic—one is a scale 
40 cents study, another a wrist study, an- 
other covers crossing of the hands 
and others treat with repeated notes, triplets, 
legato, chromatic scale, perpetual motion, veloc- 
ity, broken octaves and broken chords, Green- 
wald supplies exceedingly fine study material 
in these study pieces. 


Piano Collections 


OFFER No. 12 


Exhibition Pieces for the 
Pianoforte 
Price, 75 cents 


Introductory Twenty-two brilliant piano solos 
Cash Price sei soph eS display the technical 

ability of the performer and to 
35 cents impress, yet at the same time 


delight the listener. The best 
composers are represented and the composi- 
tions are about equally divided in the grades 
from 7 to 10. This is a real bargain at this low 
price. 


OFFER No. 13 
Brahms’ Album of Pianoforte 
Compositions 
By Johannes Brahms Price, $2.50 
Introductory A fine album in every respect. 
Cash Price All proficient pianists should 


$1 25 have this volume in their libra- 

. ries. Almost 170 pages repre- 

senting the favorite piano solos 

nt Brahms. The editing has been done by Louis 

esterle. This is a volume of high order, the 
contents, paper and printing are of the best, 


OFFER No. 14 


Carnaval Mignon 
By E. Schutt, Op. 48 Price, 75 cents 


Introductory Six modern pianoforte compo- 
Cash Price sitions that are favorites with 

many. The freshness of melodic 
35 cents invention, characteristic style and 


technical value of these numbers 
make them enjoyable study for moderately ad- 
vanced players and students. Louis Oesterle 
has edited this excellent new edition. 


OFFER No. 15 
From the Far East 
Six Oriental Sketches 


By George Tompkins Price, $1.00 


Introductory Every reader of this who plays 
Cash Price organ or piano in a motion pic- 

ture theater should not hesitate 
35 cents about sending for these sketches. 


They are quite oriental in char- 
acter and teachers and students will also find 
them interesting and useful. They are interme- 
diate grade and the composer has presented 
them with a modern, but not extravagantly so, 
treatment. 


OFFER No. 16 


Intermediate Study Pieces _ 


Price, 75 cents 


Introductory A collection of instructive com- 
Cash Price ositions for the pianoforte. 

5 here are altogether 31 numbers, 
35 cents each piece so constructed as to 


have a certain amount of practice 
material, making them profitable for study in 
addition to their musical interest. In point of 
difficulty they are a~within the limits of grades 
three to five. This volume is useful for in- 
structive purposes as well as for recreation. 


OFFER No. 17 
In the Forest 


Nine Nature Study Songs 


Vocal or Instrumental 
By Homer Grunn Price, 75 cents 


Introductory These characteristic and delight- 
Cash Price ful settings of Katherine Bain- 
35 cents bridge’s poems have a_ fivefold 


use—as songs easy to sing and 
play; as children’s recitations 
with musical accompaniments; as piano solos, 
the poem creating imagination; as studies in 
rhythm or as a short play in costume with one 
scene. Any musician having to deal with chil- 
dren in any way will find this little volume 
uite valuable. As piano instruction pieces 
they belong to grades two and early three, 


OFFER No. 18 
Musical Pictures from 


Childhood 
By A. Kopylow, Op. 52 


Introductory These 14 characteristic pieces for 
Cash Price the pianoforte form ay ue 
most interesting sets of little 

40 cents pieces for teaching purposes. 
Bey will supplant such a work 

as Schumann’s Album for the Young, being 
more modern and giving greater variety in the 
music. The editing has been peauttiully done 
by one of the best editors, H. Clough-Leighter. 


OFFER No. 19 


Pictures from Nature 
By Mae Aileen Erb, Op. 19 Price, 60 cents 


Price, $1.00 


Introductory Young beginners are helped b 
Cash Price works of this type. This is : 
30 cents collection of characteristic first 


grade pieces that are suitable for 
f supplementing or following any 
short instruction book. These pieces are tune- 
ful, each having bright and illustrative text. 


OFFER No. 20 


Popular Salon Album 
Price, 75 cents 


Introductory The thirty-five pieces in this al- 
Cash Price bese aS good, eae compo- 

sitions of more than usual mu- 
35 cents sical merit. They are by leading 


modern composers and none 
overtaxes the ability of the average pianist. 
This volume is so reasonably priced on this 
final introductory offer that we expect it to 
appeal to many. 


Only one copy at the introductory pric } 


, OFFER No. 21 ; 
Spaulding Easy Albu 


.. Price, 75 cents 


Introductory An.album that will inte: 
Cash Price pocehiors = ee ’ 
o. L. Spaulding is a! 

35 cents composer. All of the n 
this album are about 
Teachers well know how Spauld 
pieces inspire young players to ren 
under the stimulus of their alluring 1 
\ 


OFFER No. 22 
Woodsy Corner Tales 


Tunes 
By Helen L. Cramm 
Introductory Books of this chara 
Cash Price been described as “ 
35 cents struction in captivating 


f 
advances in 


little stories and verses. While they 
the treble and bass clefs are used. 


OFFER No. 23 (High Voie 
OFFER No. 24 (Low Voie] 
Church Soloist | 

For High and Low Voices. 
Price, $1.00 each 


Introductory Here are two fine, new 
Cash Price of sacred songs for gener 
50. t The contents of the hi 
cents and the low voice album: 
Each identical, as each was 


with the view of giving the best 
sacred solos for each voice. The introé 
price of 50 cents for either voice | 
average choir soloist an ‘opportunity fo! 
19 excellent church solos. a 


OFFER No. 25 


Church and Concert Chori) 
Price, 75 cents 


Introductory A superb collection, almo 

Cash Price pages of ovate chor 
anthems and secular co; 

40 cents bers. Every choir o1 


of any ability should 
numbers in its repertoire for spec 
services, concerts or other calls such 
made upon a choir of any local 


OFFER No. 26 (Soprano 
OFFER No. 27 (Alto 
OFFER No. 28 (Tena 
OFFER No. 29 (Ba 


_ Oratorio Repertoir 
Selected and Edited by Niche 


Four Volumes Price, $ 


Introductory We feel that these are 
Cash Price satisfactory compilatio1 
55 from standard works. ~ 
cents jor is undoubtedly 
Each competent that could 


having a thorough acquaintance wi 
for the different solo voices in the 
and the lesser known oratorios. 1 
that have stood the test of time as wel 
splendid examples of modern works | 
included. Some new translations 
with special endeavor to use words wi 
be pronounced comfortably and easily 


OFFER No. 30 
Orpheus Collection of | 
Songs 


Price, 75 oents 


Introductory The numbers in this 
Cash Price will pee the rep 

any choral organizati 
40 cents run the cuit from 


‘pa, _ Say, and each chorui 
in its class, in fact, the variety is 
a well contrasted program may be 
this one collection. These well p: 
stantially bound 110 pages of m 
are worth considerably more than t 


er 15, 1923 


\SERS AND 
NOW OFFER 
; to 


} 


«OFFER No. 31 
Song Hour for Assembly 
zing and Rural Schools 


tion with Accompaniment 
Price, 35 cents net 


A book compiled and prepared 
rie for publication by specialists in- 
nt terested in school work. The 
mts work was done without compen- 
i sation in order that the children 
school song material of a good type 
price. The unison numbers are ex- 
nd there are a few pleasing rounds. 
lot of two part numbers are included 
dice selection of Hymns and Patriotic 
e given in four parts. The_half- 
ristmas songs also will be found use- 
songs for beginners as well as the 
Games will particularly interest_teach- 
g the tiny tots to look after. For the 
te is an edition without accompani- 
(See Offer No. 32.) 


OFFER No. 32 


: s ong Hour for Assembly 
ing and Rural Schools 


without Accompaniment 


This work is more fully described 
under the edition with accom- 
paniment, The edition without 
accompaniment gives the words 
and melodies in a good legible 
e and notes. This book presents 
and suitable song material for school 
at the lowest possible cost. 


OFFER No. 33 


‘Known Hymns for Men’s 


: 
ie. Voices ' 
ederick Wick Price, 50. cents 
Twenty-four hymns arranged 
i for use by men’s choirs, quar- 
nts tettes and choruses in churches, 
lodges, clubs or community cen- 
ters. Everyone interested in 
Ka men’s voices should possess this 


OFFER No. 34 


Collection of Anthems 
Price, 50 cents 

A liberal number of attractive, 
new, easy numbers of great va- 
riety suitable for young people’s 
choruses and choirs. hey are 


for unison or two-parts, Eve 

having junior singers available will 
collection well wort! 
customer at this price. 


tatas and Operettas 


OFFER No. 35 


e Crimson Eyebrows 
ooks, Lyrics and Music by 


Dodge and John Wilson Dodge 
with full Dialog Price, $1.00 
A fantastic romance of old 
China in three acts. The music 

a¢ is delightful and the dialog in- 
aed teresting and amusing. Two 
’ sopranos, ‘one. contralto,’ one 
ee baritones and one bass are re- 
the solo parts which are pleasing 
jifficult. The chorus consists of ladies 
of the court, soldiers, etc. A fine 
and profitable performance can be 
th this operetta. Only one copy at 
reductory price, 


_ OFFER No. 36 
‘The Ghosts of Hilo 
in Operetta for Young Ladies 


Hiss i Price, $1.00 


A fascinating operetta offering 
opportunity for a fine perform- 
ance of not less than one hour’s 
duration. It is brilliant and full 
of melody, giving chance for ex- 

cts without any undue difficulties 
f or costuming. There are four prin- 
racters; the chorus can be of any 
y one copy at this low introduc- 


NOTE BONUS OFFER ON NEXT PAGE 


A Volume Free with $3.00 and $5.00 Purchases of Works 
Selected from these “Final Introductory Offers” (Pages 640 and 
641) andthe“ Advance of Publication Offers” (Pages 642 and 643.) 


easy to sing, the majority being | 


using. Only one. 


New Publications 


OFFER No. 37 
The Golden Whistle 


A Juvenile Operetta 
By Mrs. R. R. Forman Price, 60 cents 


‘Antroductory A truly charming little operetta 
Cash Price for juveniles. | oak _ Knox 
30 cents Willis has written a @elightful 


plot and Mrs. Forman has writ- 
ten just the sort of music to 
please both the juvenile performers and their 


audience. The melodies are bright and 
“catchy,” all being in unison. This operetta 
is easily staged and costumed, and may be 


given indoors or outdoors. This special intro- 
ductory price applies on only one copy to a 
customer, 


/ 


OFFER No. 38 
Let’s Go Traveling 


_ An Operetta for Children 
By Cynthia Dodge Price, 60 cents 


Introductory This unique offering is really a 
Cash Price children’s rainy day story in song 
40 cents and action. Boys and girls can 


give a real entertainment to the 
audience and have plenty of fun 
themselves in presenting this operetta. This 
music is in unison, tuneful and easy to mem- 
orize. The quaint and curious costumes are 
easily made. The costumes are illustrated 
and the necessary stage directions are given. 
One copy only at this price. 


OFFER No. 39 
Peter Pan 


Cycle of Songs for Three-Part Chorus 


of Women’s Voices 


By Mrs. H. H. A. Beach Price, 50 cents 


Introductory The recent offerings for the pro- 
Cash Price grams of penaake club choruses, 
college or other singing societies 
30 cents hold nothing better than this 
artistic composition. The words 


are by Jessie Andrews and the musical setting 
is exceedingly well made, at times in a tran- 
quil mood, hen vivacious and lively always, 
however, displaying a musicianship and melo- 
dic gift that the discriminating audience will 
appreciate. Time of rendition, 15 minutes. 


Sacred Cantatas, Etc. 


OFFER No. 40 
Allelulia 


A Christmas Service of Praise 


Words by Gertrude Knox Willis 
Music by Mrs. R. R. Forman Price, 20 cents 


Introductory This will appeal to those who are 
Cash Price looking for a short service eas 

: used in connection with other 
10 cents addresses and carols for a Christ- 


mas program for the young. No 
extra properties or decorations are Rey 
but it will add to the effect if the boys and girls 
are costumed. 


OFFER No. 41 
King of Kings and Lord of All 


By R. M. Stults Price, 60 cents 
Introductory Here is an opportunity for 
Cash Price rete choirmaster Ves peigat 

low price a copy of a new chora 
40 cents eerie for Christmas. All the 

music lies well within the abil- 
ity of the average choir, yet it has a fullness 
that is satisfying. There are pleasing solos 
for each voice and altogether an effective ad- 
dition to the Christmas Church Service can be 
accomplished with this cantata of about 35 
minutes’ duration. 


OFFER No. 42 
The Living Christ 


A Choral Cantata for Easter 
By R. M. Stults Price, 60 cents 


Introductory Scriptural texts with a few hymn 
Cash Price words ane used and He eae 

are excellent. hroughout the 
40 cents music is all joy, all brightness as 


fits the Easter thought. There 
are pleasing solos for each voice and the con- 
certed parts are most grateful to the singers. 
The time of rendition is about 30 minutes. 
Only one copy at this price. 


OFFER No. 43 
The Herald Angels 


A Christmas Cantata 
By R. M. Stults Price, 60 cents 


Introductory The purity of thought in this 
Cash Price aaeget ~ ae ed the sweet- 
ness of the melodic flow in every 
40 cents number. Mr. Stults has writ- 
ten several very — successful 


Christmas cantatas and in each he has made 
a point of laying stress on some particular 
phase of the Christmas narrative. This can- 
tata emphasizes the various missions of the 
Angels. Time of performance, 35 minutes. 
One copy only at the introductory price. 


OFFER No. 44 
Solemn Mass in G 


In Honor of the Holy Spirit 
By Edouardo Marzo, Op. 178 Price, 80 cents 


Introductory This mass is for soprano, alto, 
Cash Price tenor and bass with organ accom- 
paniment, violin and ’cello ad 
40 cents hb. parts may be had. An in- 
spired writing for the church. 


The music is melodious and so bright in char- 
acter as to be well adapted for any Festal occa- 
sion, yet the proper sacred spirit is present 
throughout. The vocal parts are only of mod- 
erate difficulty, but the organ part is full and 
rich. One copy at this low introductory price. 


OFFER No. 45 
Forty Pedal Studies for the 


Organ 
By J. Schneider, Op. 48 Price, 75 cents 
Introductory One of the best of educational 
Cash Price works for the pipe organ. These 
studies give an excellent drill 
35 cents in obbligato pedal playing and 
develop accuracy in that depart- 
ment. Organ teachers will find this new edi- 


tion is much to be preferred, having been 
carefully edited by E. A. Kraft. 


OFFER No. 46 


Five First Position Pieces 
By Arthur Hartmann Price, 75 cents 


Introductory These charming elementary vio- 
Cash Price lin pieces with piano accompani- 
40 cents ment give the young violinist 


real violin music, something good 
to play yet not overtaxing a be- 
ginner’s technic. Teachers will find them 
helpful and violinists in the early stages will 
want them. 


OFFER No. 47 
Thirty Special Etudes for the 
Violin 


By F. Mazas Op. 36, Book 1 Price, $1.00 


Introductory This set of studies is a favorite 
Cash Price with many violin pa pg They 

develop bowing an ngering 
40 cents and enable the pupil to acquire 


style and freedom, laying a fine 
foundation for more advanced studies such as 
those by Kreutzer. Two experts collaborated 
in, editing this new edition to make it the 
finest on the market. 


OFFER No. 48 
(Be Sure to Mention Parts Desired) 


Presser’s Popular Orchestra 
Book for School and 
Amateur Use 


Price, Piano Acc. 60 cents Parts, 30 cents 


Piano A collection of 14 splendid num- 
Accompaniment bers for orchestra. A success 
as soon as it was on the market. 


25 cents The variety is good and the 
Instrumental numbers are not those found in 
Parts other collections, having been 

especially arranged by about 


20 cents nine different expert arrangers. 
Each School supervisors or leaders of 
amateur orchestras should take advantage of 
this opportunity to obtain a complete set or 
as many parts as they desire at a low price. 
The numbers are all arranged to be adaptable 
to almost any combination of instruments. 
Besides the Piano book there are books for First 
Violin, Solo Violin, Violin Obbligato A, 
Violin Obbligato B, Second Violin, Viola, 
’Cello (or Bassoon), Bass (or E flat Bass), 
Flute, First Clarinet in B flat, Second Clari- 
net in B flat, C Melody Saxaphone (or Oboe), 
B flat Tenor Saxaphone, First Cornet in B 
flat, Second Cornet in B flat, Third Cornet in 
B flat, Trombone bass clef, B flat Trombone 
(or Baritone), treble clef, Horns in F (or E 
flat altos), and Drums. - 
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Musical Literature 


OFFER No. 49 
Betty and the Symphony 


Orchestra 
By Elizabeth Gest Price, 10 cents 
Introductory Betty went to her first symphony 
Cash Price a concert and in her 
reams that night converses 
5 cents with all the instruments and 


3 learns their names and quite a 
little about them. ee and _ instructive 
for children, This little booklet is illustrated. 


OFFER No. 50 


Musical Progress 
By Henry T. Finck Cloth Bound, Price, $2.00 


Introductory An interesting, inspiring and 
Cash Price instructive book, one that every 
$1 00 music lover will enjoy. This 
° book is well named, as it will 
mean progress for all who read 

it in the liberal and enlightened spirit in 
which it was written. Mr. Finck’s gift of 


writing in such an informative and fascinating 
manner makes one loath to put this book down 
unfinished, 


OFFER No. 51 
Music Study in Germany 


By Amy Fay Cloth Bound, Price, $1.75 
Introductory This is the final introductory 
Cash Price offer on our new edition of this 


$1 00 popular book, Those who have 
L not read it should get a copy 

while this offer lasts. Teachers 
especially should have it in their libraries. This 
book is the outcome of enthusiastic letters sent 
home by Amy Fay describing the methods of 
Tausig, Kullak, Liszt, and Deppe. 


OFFER No. 52 
Science in Modern Pianoforte 
Playing 
By Mrs. Noah Brandt Price, $1.00 
Introductory Quite a thorough, practical ex- 
Cash Price position of principles of relaxa- 
50 cents tion applied to technic, touch and 


interpretations. Notation ex- 
amples and photographs are 
used generously to make clear those important 
things pertaining to the science of modern 
pianoforte playing. Every earnest teacher and 
student of the pianoforte would gain by read- 
ing this book. 


OFFER No. 53 


Secrets of the Success of Great 
Musicians 


By Eugenio Pirani Cloth Bound, Price, $2.00 
Introductory A series of inspirational life an- 
Cash Price alyses of great musicians. With 
$1 25 keen perception the author has 
. penetrated the philosophy of the 
life success of these great music 

masters, quite a number of whom were per- 
sonal acquaintances of the author during his 
own varied and interesting career. Portraits 
are liberally distributed through the book. 


This is one of the best pieces of musical lit- 
erature produced in recent years. 


OFFER No. 54 
Newman Album of Classical 
Dances 
Cloth Bound, Price, $2.50 
Introductory] Practically every musician who 
Cash Price is called upon to manage enter- 


$1 60 tainments, etc., should have this 
° book and certainly everyone in- 

terested in the dancing art 
should possess it. Fourteen beautiful dances 
are given, fully described and illustrated with 
diagrams. .The music is given complete for 
each dance and is so marked that each move- 
ment can be properly fitted to the music. 
This volume is worth considerably more than 
the regular price at which thousands in the 
terpsichorean field have been glad to obtain it, 
yet here in accordance with our usual policy 
on new works it may be obtained at a real 
bargain. 


ADVANCE OF PUBLICATION 
OFFERS ON NEXT PAGE 


Don’t Overlook the 
Bonus Offer On $3.00 and 
$5.00 Orders of These Offers 


SEE BONUS OFFER ON NEXT PAGE 


THEO. PRESSER CO. 


Music Publishers and Dealers 


MAIL ORDER MUSIC SUPPLY HOUSE 


1710-1712-1714 Chestnut St. 
Philadelphia, Pa. 
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SHEET MUSIC OFFERS 


PIANO SOLOS 


Teaehers and Piano Players are offered 
here sorme new, excellent sheet music 
numbers at exceptionally low prices. 


,OFFER No. 55 


Six First Grade Pieces 
Total Price, $1.75 
Introductory Cash Price, 50 cents 

Little Waltz. By Wallace A. Johnson. 

Where Blue Bells Grow. By Daniel Rowe. 

Swing, My Baby, Up to the Tree-Top. © By 
Frances Terry. 

Song of the Drum. 
Risher. 

*Round and ’Round. 

To Arms, March. By Walter Rolfe. 


OFFER No. 56 


Five Second Grade Pieces 
Total Price, $1.50 
Introductory Cash Price, 50 cents 

The Lion. By Rob Roy Peery: 

The Darkey Fiddler. By William Baines. 

Jolly Musicians. By M. Greenwald. 

Valse Artistic. By Walter Rolfe. 

In a Hurry. By Geo. L. Spaulding. 
OFFER No. 57 


Four Medium Grade Pieces 
\ Total Price, $2.00 

Introductory Cash Price, 60 cents 

Moonlight Revels. By Carl Andre. 

The Gazelle. By Richard Krentzlin. 

In the Moonlight. By Montague Ewing. 

Just a Smile. By George Dudley Marun. 


OFFER No. 58 
Three Difficult Piano Solos 


Total Price, $1.95 
Introductory Cash Price, 60 cents 
La Belle Espagnole. By Carl Schmeidler. 
At the Fairy Spring. By Erik Meyer-Hel 


mund. 
Waltz in Octaves. By N. 


By Anna Priscilla 


By Theodora Dutton. 


Louise Wright. 


VOCAL—SHEET MUSIC 


advantage of these 
recent 


Vocalists taking 
offers will get a fine group of 
songs at a bargain. 


@FFER No. 59 


Three Songs for High Voice 
Total Price, $1.30 
Introductory Cash Price, 40 cents 


A Joyful Song. 
Dusky Sleep-Song. 


mon. 
Down the Trail O’ 


R. S. Stoughton. 
OFFER No. 60 


Three Songs for Low Voice 
Total Price, $1.30 
Introductory Cash Price, 40 cents 
Lovers’ Lane. By Howard D. McKinney. 
The Deserted Garden. By Urania Matz 

Haller. 
Dusky Sleep-Song. 
mon. 


By Richard Kountz. 


By race A. Ham- 


Dreams to You. By 


By Grace A. Ham- 


OFFER No. 61 
Three Sacred Songs (High) 


Total Price, $1.20 
Introductory Cash Price, 35 cents 


If Any Little’ Word of Mine. By Paul 
Ambrose. 
when They That Feared the Lord. By 


>. S. Hosmer. 
stil, Still With Thee. By William Baines. 


OFFER No. 62 


Three Sacred Songs (Low) 
Total Price, $1.40 
Introductory Cash Price, 40 cents 
Open My Eyes, O Lord. By R. M. Stults. 

Stults. 
Lead On, O King Eternal. By E. 
O Master Let Me Walk with Thee. 
Ambrose. 


Marzo. 
By Paul 


OFFER No. 63 
Three Violin and Piano 


Pieces _ 

Total Price, $1.60 
Introductory Cash Price, 150 cents 
In a Rose Garden. By Chapman Tyler. 
Old Time Fiddler. By F. A. Franklin 
In Humorous Vein. Ry T. 1D. Williams. 


OFFER No. 64 
Three Pipe Organ Numbers 
Total Price, $1.75 
Introductory Cash Price, 60 cents 
A Southern Fantasy. By Ernest F. Hawke. 


Berceuse. By Edgar A. Barrell. 
Dedication Bestival By R. M. Stults. 


Advance of Publication Offers 


NEW WORKS TO BE PUBLISHED OFFERED AT SPECIAL LOW CASH PRICES © 
Send All Orders to Theo. Presser Co.—These Prices are Postpaid 


These Offers, Nos. 65 to 96 incl. are Forthcoming Publications that may be ordered in Advance 
of Publication at Low Estimated Cost of Manufacture Prices. 
from press they will be delivered to those who placed advance orders. Order now and save money. 


Order by Offer Number. 


OFFERS Nos. 65 TO 74 ARE FIRST ANNOUNCEMENTS OF NEW WORKS 


OFFER No. 65 
A New Theory Book 


By Preston Ware Orem 


Advance of A new book on the structure 
Publication of music which we are now 
Cash Price announcing for the first 
time. A book which goes 
60 cents into the practical “whys” 
and ‘“‘wherefores” of the 


making of music. Not a harmony book but 
a complement to any harmony book and 
a valuable adjunct to any theoretical course. 
In this book the student is taught to think 
for himself and is supplied with the neces- 
sary materials for creative work in music. 


OFFER No. 66 
Stories Notes Can Tell 


For the Pianoforte 
By Frances Terry 


Advance of This is a set of six second 
Publication grade pieces which have real 
Cash Price educational value. They AR 

written in characteristic style, 
35 cents but they are more elaborately 


harmonized and contain more 
real musical merit than the average piece 
of this grade. These pieces have been 
published separately in sheet music, but 
they are now assembled in a little volume 
in deférence to a considerable demand. 
They will prove a pleasing supplement to 
any instruction book. 


OFFER No. 67 
Standard Christmas Carols 
No. 2 (Mixed Voices) 


OFFER No. 68 
Christmas Carols for Men’s 
Voices 
OFFER No. 69 
Christmas Carols for Two- 
Part Treble Voices 
Advance of Our new carol collections 
Publication are now ready. Standard 
Cash Price Christmas. Carols, No. 2, is 
Offer Nos. a continuation of our very 
67, 68 and 69 successful No. 1 collection. 

These two volumes are made 
10 cents up of well-known and tradi- 
Each tional carols, just the num- 


bers that ‘one really wants. 

The good old words wedded 
to the fine old tunes. The Christmas 
Carols for Men’s Voices contain the best 
of the Standard Carols arranged most ef- 
fectively in four-part harmony. ._To_sup- 
ply the demand for some of the good old 
carols arranged in two-part form, Christ- 
mas Carols for Treble Voices has- been 
compiled and arranged. 


OFFER No. 70 


Album of Compositions for 


the Pianoforte 
By M. L. Preston 


Advance of Mrs,. M. LL. 
Publication Preston is represented in our 
Cash Price catalog by a number of very 
35 successful piano pieces in 
cents yarious styles and chiefly 
of intermediate grade. We 


will publish in a single volume a selec- 
tion from the very best of all these pieces. 
Mrs. Preston has a vein of original melody 
and a very pleasing style of ‘construction. 
Some of her early successes are published 
under the name M. Loeb-Evans; a few of 
these will be included also. This should 
prove a most attractive volume. 


OFFER No. 71 
New Recital Album for the 
Pianoforte , 
Advance of This is a ‘new album of 
Publication pieces not appearing in any 
Cash Price other collection, ° 7 These 
pieces, chiefly by, modern or 
35 cents contemporary writers, are of 
a’ type more particularly 


adapted for use in pupil’s recitals. fAn ideal 
recital piece -must possess charn):for the 
average listener, while at. the same time 
it has real educational value. All of the 
pieces selected for the new book possess 
these qualities to the highest degree, They 
are more than drawing-room _ pieces. 
point of difficulty they, ,will be found in 
grades three to five inclusive. 


(Loeb-Evans) 


? 


In , 


OFFER No. 72 
The Ideal Hand Position 
Cards 


Advance of The diagram of An Ideal 
Publication Hand Position _ which ap- 
Cash Price foe in. ey J ties Erupre 

as met with an enthusiastic 
10 cents reception on the part of the 
Pack of 12 teachers and students. It is 

the most exhaustive dia- 
gram of the kind ever produced. This 


diagram will be printed on cardboard so 
that it may be hung in the music teacher’s 
studio, placed on the piano desk or given 
to pupils to place on their own pianos at 
home for guidance in practicing. The 
enterprising teacher will also see the possi- 
bilities of placing his or her ad on the back 
of these cards when distributed to pupils or 
prospective pupils. In the making of this 
picture many books were consulted, num- 
erous experts were questioned and. photo- 
graphs of the hands of many leading play- 
ers were examined. The advance offer on 
these is 10 cents for a pack of 12. 


OFFER No. 73 
Standard Vocal Repertoire 
Advance of A collection of Secular and 
Publication Sacred Songs by modern 
Cash Price writers, including many 
35 cents numbers suitable for concert _/ 


use as well-as-itt the Home 
and church., The gteat va- 
riety contained in this volume renders it a 
most excellent book for use at all times 
and a most desirable addition to a vocal 
library. 


OFFER No. 74 
Songs for Girls 


Advance of No love songs, no baby songs, 
Publication but songs such as the young 
Cash Price girl will love to sing and her 
40 cents audience will always be glad 


to hear. The range of voice 
is carefully considered and 
many numbers are suitable for school or 
public use as well as charming for the 
home. 


Piano Methods and Studies » 


OFFER No. 75 


First Grade Book for Beginners 
By Mathilde Bilbro 


Advance of Teachets will take up Miss Bil- 
Publication bro’s First Grade Book as soon 
Cash Price as they are aware of the value of 
35 cents the work in this volume. This 


is decidedly one of the most at- 
tractive works that we have had 
from this popular composer. The selections 
do not go much beyond the first grade and 
they are of a very original and pleasing ‘order. 


OFFER No. 76 
First Piano Lessons at Home 
Volume II 


By Anna H. Hamilton 


Advance of This second volume, which is 
Publication along the line of the first vol- 
Cash Price ume already published, except- 
50 cents ing that it is progressively ar- 


ranged and that duets only form 
, a very small part of the volume. 
A writing book goes with each volume, the two 
being used together. A pupil who has finished 
the aes: grade will be able to take up this 
work, 


NOTE BONUS OFFER: 


As soon as these works appear 


Final Introductory Offers (Nos. 1 to 64) are 
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OFFER No. 77 
From My Youth ; 


Twelve Characteristic Sketches for 
Piano for the Cultivation of — 
Technic, Style and Rhythm 

By R. Krentzlin, Op. $5 


Advance of Richard Krentzlin is one of #| 
Publication best contemporary writers 
Cash Price teaching pieces for the pi 


He may be regarded as the le 
30 cents. mate successor of such pop 
composers as Bohm and Gu 
and others. These pieces are chiefly: in 
second grade advancing toward the early t 
grade. All are tuneful and effectively 
monized. Each piece has some_ specific 
pose, such as clinging legato, light velo 
rhythmic accuracy, legato and staccato, triple 
etc. 


OFFER No. 78 " 
Modern Graded Course for 


the Piano—Three Grades |} 
(Mention Grade Desired) 


Advance of We have come into posses: 
Publication of this course through the 
Cash Price ot ‘of Be plates o Neg Br 
: usic ompany. ere 
35 cents three volumes in the course 
Each Grade the third volume does not 


the pupil beyond the first hal 
qh: third grade of Mathews’ Course. 
author, Henry Edmond Earle, has done 
work well, and this work shows that he is 
(practical musician and knows the situation in 
its phases. The grading is particularly 
done, and the selections are oF 
lorder,, 


ito the pM & of music which will suffice 
;most pupils. Both clefs are taken up at th 
lvery start. The advance of publication p: 
is 35 cents each grade. Be sure to meni 
grades desired when ordering. 


OFFER No. 79 
New Instruction Book for 


Piano 
By John M. Williams 


Advance of We are pleased indeed to h 
Publication this work for our catalogue. 
Cash. Price will ee a puoi Ge through 
second grade ere is a 
40 cents nine months’ or a year’s 
in the volume. It begins 
both clefs at the same time. The reading 


ter and directions for both teacher and p 
makes the volume a valuable work, 


_ Piano Collections | 


OFFER No. 80 
Album of Trills for the Pian 
Advance ‘of We would urge all the teachi 
Publication public to follow us in the s 
Cash Price of books of which this is the 
30 cents It will be followed by a 


on arpeggios, one on scale. 
tave playing, etc., about s 
seven volumes, all specializing on some sw 
of pianoforte technic. 

They are not exercises, there is no 
technical exercise in the whole volume 
they are all pieces, which contain these s 
difficulties in piano playing. 

It is much more pleasing to the ave 
pupil to cultivate the trill, for instan 
playing pieces of their special grade, th 
‘of a pleasing and musical order, th 
accomplish this by dull exercises. Try 
book of trills and you will then have an i 
of the other books to come in this series. — 


OFFER No. 81 
Easy Opera Album 
re of 


One never tires of the good old 
opera melodies. It is well for 
Price young players to become ac- 
quainted with these just as soon 
cents ;; possible. To provide fer this, 
our Easy Opera Album is now 
reparation. In this collection the pieces will 
the second or early third grade. 


OFFER No. 82 ~ 


| ew Album of Marches 


nce of In this ‘new book of marches 
only such numbers are included 

| as may be actually marched to. 

an There are threeedifferent types 
Mlcents of marches: the Grand march, 

4 which is a stately progress in 
h one does not keep step; the Processional 
th of four steps to the measure and the 
Military March of two steps to the 
. All three classes will have a generous 
tation in the new book. 


OFFER No. 83 


‘ Six Pianoforte Pieces 
§ By Charles Huerter 


In all his experiments in modern 
harmonies, Mr. Huerter has 
never lost his vein of original 
melody, In this set of character- 
istic pieces for the piano Mr. 
| j Huerter has handled the elements 
sic, melody, rhythm and harmony, in a 
| original but satisfying manner, We recom- 
these pieces to concert pianists seeking 
“ne to teachers desiring new material 

Is in about the fifth grade. 


‘OFFER No. 84 
New Four-Hand Album 


nee of Our New Four Hand Album. is 
c nearly ready. This collection 
contains a wealth of miscella- 
neous material lying io in 
the intermediate grades. Such 
| splendid numbers as the Vienna 
by Schytte; Coming of the Band, by 
nann} Winter Frolic, by Vorman; 
7) Roses, by Ritter; Momus, by Geibel; 
argiale, by Marzo, and many others 


ded. 
OFFER No. 85 
m of Piano Pieces for Six 


Hands 


posed and Arranged By A. Sartorio 


of There is a considerable demand 
for good six-hand pieces and it 
Price is a great convenience to have 
: | a a judicious selection of these in 

lee ents ook form under the one cover. 
Das It is necessary in six-hand play: 
‘to have only the one copy of this album, 
all three players can read from the same 
This collection consists of transcriptions 
elebrated works, as well as new and 
1 numbers by Sartorio. These numbers 
ot go beyond grade III in difficulty, 


OFFER No. | 86 
gotten Trails, Song Cycle 


By Thurlow Lieurance 


Mr. Thurlow Lieurance, the 
composer of the famous By the 
' Waters of Minnetonka, excels in 

the songs of the great outdoors, 
=i ts These songs are full of romance 
and the spirit of the great West. 
: com) poser sings of mountains and streams, 
s and the birds of the woodland. 


; OFFER No. 87 

rgan Score Anthem Book 
Volume I 

By Sweney & Kirkpatriok 

_ of We have recently come into pos- 

session of this anthem book, The 

four parts are written ‘on two 

Staves, making it possible to 

give thirty anthems in this vol- 

These anthems may be sung by the 

fe choir and the book also contains a few 


” anthems, but all of the music is very 
ig and interesting. 


cents 


delphia, Pa. 
> SUPPLY HOUSE 


LISH 


OFFER No. 88 
Bobolinks 


Short Cantata for Treble Voices 
By Dr, Carl Busch 


Advance of A festival, short cantata for 
Publication children or mature voices, and 
Cash Price about fifteen minutes are required 


for rendition. Gay bird-laughter 
30 cents expressed in charming text is 
§ ’ set to music by Dr. Busch in 
light, joyous, rippling measures. 
the origin of the Bobolinks is framed in fan- 
ciful word-pictures and the music has caught 
wonderfully well the spirit of the author. It 
is seored for piano accompaniment or orchestral 
parts may be rented from the publishers. May 
Festivals or Fall Festivals will be well rounded 
out by the use of a large chorus singing this 
Cantata, Our advance of publication offer is 
for a single -copy only. 


OFFER No. 89 
Mon-dah-min 
American Indian Legend Cantata for 


Treble Voices 
By Paul Bliss 


Advance of Women’s clubs and advanced 
Publication Juvenile organizations will find 
Cash Price most attractive material in this 


35 cents new Cantata by Mr. Bliss, whose 


Cantatas and Operettas are in- 
ternationally known. 

The time required for rendition is about 
half an hour. This Ojibwa story is of ‘the 
lovely Indian maiden who, with her trailing 
blanket, weaves a spell of magie about the 
field of young growing corn (Mon-dah-min), 
thereby assuring a bountiful harvest. The 
score is with piano accompaniment and is in two 
and three-part setting, with occasional obbli- 
gato, One copy only on this advance offer. 


OFFER No. 90 
Gallia 
Motet or Short Cantata for Mixed 


Voices 
By Ch. Gounod 


Advance of Every choir master needs this 
Publication work in his library. A special 
Cash Price musical service is well rounded 


out by using this beautiful num- 
15 cents ber. The chorus work is not too 

difficult for the average volunteer 
choir to render well, and the solo work is en- 
tirely in the one voice, soprano. One copy 
only of this classic at this low price, 


OFFER No. 91 
Lemare Album of Organ 
Transcriptions 


Advance of We have in preparation a new 
Publication Organ Collection of new tran- 
Cash Price seriptions of some famous melo- 


dies, old and new. These tran- 
50 cents seriptions are the work of the 

famous Concert Organist, Edwin 
H, Lemare, As a matter of fact, they are 
more paraphrases than transcriptions since 
while the original melodies are adhered to 
closely, the harmonic treatment is more or less 
independent or contrapuntal. Abundant oppor- 
tunity is given for tasteful registration and in 
nearly all the pieces chime effects are intro- 
duced. A few of Lemare’s original composi- 
tions will be included, 


YOUR CHOICE OF ANY ONE 
OF THESE WORKS FREE 
WITHA $5.00 ORDER 


Beginner’s Book 
School for the Pianoforte, Vol. I 
By. Theo. Presser 


The most popular of elementary instruc- 
tors. A bonus teachers can use. 


Advanced Study Pieces 


A fine collection of fourth, fifth and 
sixth grade pieces having technical value 
as well as musical merit. 


American Composers’ Album 
A choice lot of good. medium grade 
piano solos by American composers. 


Secular Duets 


Excellent vocal duets for practically all 
combinations of two voices. 


The story of | 


BONUS GIVEN ON $3.00 or 5.00 PURCHASES 


Fach $3.00 or 5,00 order made before October 15, 1923 of any of Offers Nos. 1 to 
96 will entitle the purchaser to a choice of any one of the valuable music publications 
‘designated below without additional charge. 
you are entitled, naming your choice and stating that it is a bonus. 


OFFER No. 92 


Polyphonic Studies for Violin 


By Oscar J. Lehrer 
Advance of Mr. Lehrer’s recently published 
Publication Ensemble Method for the Violin 
Cash Price has met with such a reception by 
40 t violin teachers as to prove the 
Cents need for satisfactory material 
for teaching violin in classes. 
These Polyphonic Studies, to be issued shortly, 
carry the students into the third position, and 
shifting and some double stops are introduced. 
The studies are written in three-part harmony, 
training in ensemble playing while developing 
playing ability. 


OFFER No. 93 
Scene de Ballet 


For Violin and Piano 
By Charles de Beriot 


Advance of This new edition of De Beriot's 
Publication Scene de Ballet will be carefully 
Cash Price re-edited and it doubtless will 


30 take its place as the best on the 
cents market. This standard number 

is a picturesque solo number that 
is delightful to play, and the resources of the 
violin. are fully utilized in it. As a teaching 
piece it is a great favorite. 


OFFER No. 94 


Concerto No, 1 


For Violin and Piano 
By J. B. Accolay 


Advance of There are certain concertos 
Publication which are more for the student 
Cash Price and ‘others which should only be 


5 taken up by the most advanced 
3 cents players. The well-equipped stu- 

dent who knows his Kayser and 
Kreutzer, will be ready for the Accolay Con- 
certo. This is a fine new edition, 


OFFER No. 95 
School of Violin Technic 


Exercises in the First Position 
By O. Seyoik, Op, 1, Part 1 


Advance of Sevcik’s Op. 1, Part I, should 
Publication be given to every violin student 
Cash Price as he is completing the first part 


30 of his instruction book and be- 
cents coming tolerably familiar with 

the first position. These studies 
will familiarize him with the first position and 
its possibilities and lay a secure foundation for 
all succeeding work, erin 


[Orchestre 


OFFER No. 96 
Church Orchestra Collection 


Mention Parts Desired 

Piano This collection will contain a 
Accompaniment er ee perutiee ele euete 
suitable for Church or Sunday 
30 cents School playing or for other occa- 
Instrumental sions where melodious and ex- 
Parts ppereive numbers are ‘pm 
e orchestrations, while fu 
15 cents and rich, are so made as to be 
Each well within the powers of the 
average amateur. The _ instru- 
mentation i3 similar to that of 
our Popular Orchestra Book. In addition to 
the usual parts there are parts for Solo Violin, 
Third Cornet, Obpviigato Violins (A and B), 

and Melody E flat and B flat Saxophones. 


Be sure to request the bonus. to which 


YOUR CHOICE OF ANY ONE 
OF THESE WORKS FREE 
WITH A $3.00 ORDER 


Standard Graded Course of 
Studies for the Piano 
By W. S. B. Mathews 
Any one of the ten grades may be had 
free with a $3.00 order. : 
Crown Collection for the 


Pianoforte 
Thirty-three easy and intermediate piano 
solos in various styles. 


* Popular Recital Repertoire 


Fourth and fifth grade piano gems. 
Singer’s Repertoire 


Thirty-six desirable songs. Medium 
voice. 
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1883 


THE 
ETUDE 


1923 


Our October 
1923 Issue will 
celebrate the 
40th Anniversary 
of the 
Founding of 


THE ETUDE 
MUSIC MAGAZINE 


and the music publishing 


business of 


THEO. PRESSER CO. 


N . October, 1883, Mr. Theo. 

Presser issued the first number 
of The Etude, as the organ of the 
music teachers of America and a 
few months later founded the music 
publishing business and the mail 
order music teachers’ supply house, 
that bears his name. 


The Etude for October 1923 


will be an Enlarged Anniver- 
sary number to which many 
important and valuable fea- 
tures will be added, viz: 


A History of the Music Publishing 
Business of the United States 


Aninteresting article by Wm. Arms 
Fisher. 


An Enlarged Music Section 


containing no less than 22 specially 
selected compositions by the lead- 
ing American composers. 


Illustrations of Great Interest 


to the thousands of our subscribers, 
patrons and friends of so many 
years’ standing. 


A Chronology 


showing the steady increase in size 
and importance of the journal and 
the business. 


The Editor has Planned a Regular 
Issue 


of the utmost value—with special 
contributions from the leading 
teachers and professional music 
workers of the world. 


Josef Lhevinne 


In this issue will start a Series of 
Lesson Articles from the famous 
Russian Virtuoso pianist and many 
of the Greatest Minds of the Music 
World will be represented in this 
Remarkable Issue. 


The aim of the editor and the 
publishers is to make of this 
October 1923 number such 
an issue as will be worthy of 
the work and earnest purpose 
of the founder. 
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A DEPARTMENT OF INFORMATION 
REGARDING 


New Music Works 


AND OTHER MATTERS OF INTEREST 


TO MUSIC BUYERS 


The Annual September 
Money-Saving Offers 


On other pages of this issue appears 
one of the outstanding features in the 
rousic publishing world—the annual oppor- 
tunity for music teachers, music students 
and music lovers to obtain copies of the 
latest music publications at low introduc- 
tory prices. All those study works, piano 
collections, vocal collections cantatas, oper- 
ettas and violin, organ and musical litera- 
ture works under the Final Introductory 
Offer are on the market and ready for 
delivery upon receipt of order. There are 
exceptional values to be obtained, excep- 
tional because the works are offered at 
very low postpaid prices not for the pur- 
pose of selling a lot of books now, but for 
the purpose of gaining a widespread 
introduction for them because we feel sure 
in thus making their merits known that 
other orders will come in the future at the 
fair regular prices placed upon them. 
Our advertising venture in this respect is 
the music buyer’s opportunity. 

All works offered in Advance of Publi- 
cation are in course of preparation and 
are offered at low estimated cost of manu- 
facture prices. Orders for these works 
will be entered now, and as soon as they 
are ready delivery will be made. These 
low advance prices are withdrawn as 
soon as the work appears from press. 
Of course, it is understood that 
works obtained at these liberal bar- 
gain prices cannot be returned for credit 
or exchange nor is it intended that a cus- 
tomer shall obtain more than one copy of 
any one work. Don’t overlook the bonus 
offer on $3.00 and $5.00 cash orders for 
works in this September Money-Saving 
Offer. 


Teachers! Use the 
“On Sale’’. Plan 


Teachers throughout the country may 
have all the conveniences of having a 
metropolitan music store next door to them 
through the Presser Mail Order Service. In 
the City of Philadelphia, for instance, 
teachers come in our large retail store 
and find numerous folios on the counter 
containing large assortments of music for 
various grades, etc. They may look through 
the music in these folios at their leisure or 
our salesman will go to the shelves and 
carefully select various numbers so the 
teacher may get the type of piece being 
sought. 

Such service as this is brought to the 
teacher in the most remote section of the 
country through the Presser “On Sale” 
plan. All that is necessary is to write a 
letter telling us of the type and grade of 
pieces or study material that is desired 
and for how many pupils. Our selection 
clerks, who are experts on teaching mate- 
rial will see to it that a special package is 
made up for you and this will be sent to 
vou for examination. You may keep the 
music for the full teaching season using 
from it that which you desire. Additional 
lots also may be obtained if needed. At 
the end of the teaching year all that has 
not been used or sold to pupils may be 
returned for credit and settlement made 
for the balance. 

‘Our usual liberal professional  dis- 
counts apply on music obtained on the 
“On Sale” plan and no guarantee is asked 
as to the quantity kept; you pay for only 
the material you elect to keep or use. 


Choir Masters’ 
Guide 


In this issue of the Erunz, please note 
the column given over to programs for 
every Sunday in the month. You will 
find the best only of our material listed, 
giving the organ numbers, the solos or 
duets and a choice of two anthems for 

each service. This will be continued 
throughout the year to assist you in 
selecting suitable music. 

For special services of song we will be 
glad to place at your disposal the advice 
of our most excellent corps of experienced 
men if you will fully describe your needs 
and limitations. We solicit inquiries of all 
sorts and assure you of prompt and intel- 
ligent service. 


Supervisors of 
School Music 


Please note our 
Operettas. 

Crimson Hyebrows—by Mary and John 
Wilson Dodge, an Operetta for Mixed 
Voices, easy to stage, costume and pro- 
duce. 

The Ghosts of Hilo—by Paul Bliss, an 
Operetta for young ladies, with oriental 
color, a simple staging, inexpensiye cos- 
tuming and bright, catchy dialog and 
music. 

Let’s Go Traveling—by Cynthia Dodge, 
an Operetta for children, with geograph- 
ical features. 

The Golden Whistle—by Mrs. R. R. 
Forman, an Operetta for childern with a 
new plot and bright tunes. 

Bobolinks—by Dr. Busch, a Cantata for 
children’s voices. 

Mon-dah-min—by Paul Bliss, a Can- 
tata for treble voices. 

In all an Operetta for mixed voices, an 
Operetta for young ladies, two Operettas 
tor children, a Cantata for children and 
a Cantata for young ladies or women’s 
clubs. 

These six new Cantatas and Operettas 
meet every requirement for your use dur- 
ing the coming year together with our 
unusual new Supplementary Octavos. 

We will gladly send any or all of these 
on approval as well as a selection of our 
excellent new unisen, two-part, three-part 
and Sop. Alto and Bass (Melody in Bass) 
Supplementary School Songs. 

We are also publishing a number of male 
voice selections suitable for boys’ voices. 


new Cantatas and 


John Prindle Scott 
R. Nathaniel Dett 
Daniel Protheroe 


New Songs are about to come from our 
press from the pens of these splendid 
composers. 

Mr. Scott, has given us a lilting song 
“In Canterbury Square” which is a roman- 
bis’ ‘memory” song with a haunting melody 
which sings itself. 

Mr. Dett, has written two songs, one 


Uy 


a truly big song, “The Winding Road”: 


with strong dramatic possibilities, not 
easy to sing nor to play; the other, “Open 
Yo’ Eyes” of a very different type but 
irresistible in its rhythm and melodic flow. 
Good songs for good singers. 

Dr. Protheroe’s sacred song “Soul’s 
Longing” is among the best songs of 
churchly style that we have seen this year. 
The first few phrases are sufficient to en- 
dear it to all soloists. 


Premium Workers 


We have a lot of serviceable rewards 
for our ever-faithful premium workers. 
Every reward offered by us is the product 
of a reputable manufacturer and is well 
worth the little effort necessary to secure 
it. 

Opera Glass—No. 500/15 ligne Colmont, 
brass body covered with black morocco 
leather, Japanned mounting, in soft 
leather case with handle, a fine instru- 
ment for only 8 new subscriptions. 

New Standard Food Chopper—has 
many superior features, opens wide like 
a book, sanitary and convenient. By 
means of a lever, the shopper is instantly 
opened for cleaning, only 4 new subscrip- 
tions. 


Camera—the Celebrated Hawk Eye, 2A 
Box Film Pack. Takes a 2% x At 
picture, a dependable snappy companion, 
making a faithful record for your future 
pleasure, only 3 new subscriptions. 


Utility Home Kitchen Set—5 pieces— 
chopper, Four-in-one Tool, cake turner, 
handy spoon and fork; only 2 new 
subscriptions. 


Uneda Canning Set—Two new kitchen 
utensils, the universal opener, and wonder 
Jar Lifter, only 2 new subscriptions. 


Prophylactic Hand Brush—solid walnut, 
stiff black bristles, a mighty handy acces- 
sory to the toilet, only one new subscrip- 
tion. 


Military Hair Brush—Ebony _ finish, 
size 4°94 x 254-14 rows of medium black 
bristle, in a Florence Tourist Case-black 
shark skin leather, a delight to any man, 
only 4 new subscriptions, 


Gold Cloth Powder 
attractive, containing pufi and 
only 1 new subscription. 

Best of all, send us three new subscrip- 
tions for the Erupr at $2.00 each and we 
will enter your own free. 


Case—mighty 
mirror, 


STANDARD EDUCATIONAL WORKS 
KNOWN THE WORLD OVER 


BEGINNER’S BOOK by THEO. PRESSER 
School for the Pianoforte—Volume One 
Price, $1.00 
The greatest of first piano instructors. 


STANDARD GRADED COURSE OF STUDIES 
For the Pianoforte By W. S. B. MATHEWS 


In Ten Grades, Ten Volumes 
Price, $1.00 each 


The original and mostsuccessful graded course. 


HARMONY BOOK FOR BEGINNERS 
By PRESTON WARE OREM Price, $1.25 
Every Music Student should have this work. 
STANDARD HISTORY OF MUSIC 


By JAMES FRANCIS COOKE Price, $1.50 
Adopted by many leading schools and colleges. 


Any Presser publication sent for exam- 
ination to interested music taechers. 


THEO. PRESSER CO. 
1710-12-14 Chestnut St., Philadelphia, Pa. 


MUSICAL AND EDU- 


INTERNATIONAL CATIONAL AGENCY 
MRS. BABCOCK 
OFFERS Teaching Positions, Col- 


leges, Conservatories, Schools. 
AlsoChurch and Concert Engagements 


CARNEGIE HALL, NEW YORK 


School and College. 
Announcements 


Appearing in this Issue 


CHICAGO—Pages 578, 579 and 580 
MIDDLE WEST—Page 645 
NEW ENGLAND—Page 580. 

NEW YORK—Page 646 
PENNSYLVANIA—Page 646 
SOUTHERN—Page 645 


“ Please mention THE ETUDE when addressing our advertisers.— 


THR RPC 


EASTERN 


‘CARL. Violin instruction fromrn 
to highest artistic perfection. Ad 


AL RT pupils prepared for concerts an 


Studio, 166 W. 97th St.,N. Y. City. Telephone 1620 


AMERICAN PROGRESS 
PIANO SCHOOL 2: 


eminent ar 
ers. Well-trained assistant teachers for fundamental 
Write for circular. Adress Gustave L, Becker, 518 W, 14 
New York City. 


BEECHWOOD 
EMMA BOEHM- OLLER_ 


Piano Instruction,Studied under Emil von Sauer, Wy 
Arthur Friedheim. Carnegie Hall Studio Boe New 
Class and Private Lessons, Saturdays from 2 to 5 Pi 
interviews. 


Conservatory Dept. & 
faculty of ten teachers. 
intown, Pa., suburb of 


CHICAGO 


Brond St. Conservatory of M 
Gilbert Raynolds Combs, 
1327-81 8. Broad St. Philadelph 


COMBS 
DUNNING 


ED DY ADDA C. Normal Teacher, Teacher’s 
[frem Boies 


GUICHARD.""=s222. 


MUSICOLOGIST, LECTURER, 72 iano Ave., Bos 


HAWTHORNE 


SYSTEM. Improved Music Sti 
beginners. Normal Training 
Carre Louise Dunning, 8 W. 40th 


ARTHUR de—SING: 


Piano School 
Leschetizky Me 
Potsdam 


RR. Piano Instra 


Mrs. 
N Se earners Schi 
30S. 2Ist St hil 


School of Music and 
Ralfe Leech Sterner, 
150 Riverside Drive, cor. 87th 


ELBERT, concert pianist 

Pupils accepted. — 

16 8. Pine St., Lewistow1 
t 


RI ESBER F.W. Piano Instruction b: 
hool ot Mf: 
EDWARD, Instruction in the Art a: 
and Arts,.150 Riverside Drive. ;Tel. 48048 
CHARLES aa vrespondence Instru 
Tuition for each course is Tene Dallas, pavabie 9 oO 


his aenka instruction b’ 
Arts, ar Ae Ave.. Tel, pee Due Hill, N 
ence of Piano Playing. Most ap 
CONSERVATORY OF M 
TB ENT N: modern institution with a stron} 
540 E. State Street, Trenton, N, 
M usical Heat armony, MM elidy 
advance—STATE NORMAL SCHOOL, California, Pi 


PRETTYLEAF 
ROYCE, sissies te 
VIRGIL ” 


MBs. A. M. r 
Piano School and Conservato 
120 West 72nd 8t., New 


_WESTERN 


CONSERVATORY 70 


Piano, Voice, Or , Violin, P 
AMERICAN 2s: rice ore otis 
y COURSE OF MUSIC 8 d i 
BURROWES Kindergarten and " 
Dept.D. 246 Highland Av 8. 


Detroit, Mich. 


Musical Coll ayes : 
chocl in’ Americn, Pian 


Violin Cueauae Thosey P.8.M { 
Mich. "Ave. , Chicago. ; 


CINCINNATI 
DETROIT 
KNOX 


to August 4th. I'ree infor 
CHICAGO. 


300 Fine Arts Bldg., 


WESTERN 


Conservatory of Mu 
ERsTABLIsHED 1867. at 
and Oak St. Cineini 
CONSERVATORY OP MUSIC 3 
1000 Students. 50 Teache: 
1013 Woodward Ave., Detroit, 


Conservatory of Music 
_Galesburg, Illinois 
Catalog free Wm. F. Bentley. Di 


Pupil of 
at Tome for Pupils’ Lesson 
ment and Record Book. 


and circular. 


INSTITUTE OF MUSIC 
Robert Wall, Director 4 
1359 Vine St., Denver, i 


SOUTHERN 


CONVERSE COLLEGES 


B ETUDE 


ONSERWATORY 


Musile 
Center 


OE MUSIc of the 3s van oi a 
South oie eb! x3 
DFORINDIVIDUAL TRAINING a SO 
(D PERSONAL ATTENTION 


of our system of special 

ual training and _assist- 
-assures success of grad- 
(in big positions. Spe- 
tention to those who wish to enter 
fion as teachers, Largest, most 
tte conservatory in the South. 


schools, Special 

|» Fifty public and 

every session. Two 

orchestras. Modern comfort- 

itory for women students. Stu- 

may enter atany time, Write to- 

t ful) aoe te 

(DERIO A. COWLES, Director 

Broadwa: Louisville, Ky. 


Founded 1878 Theodore Thomas 
First Musical Director 


The College is endowed and in- 
corporated. Its aims are the Higher 
Education in Music and Dramatic 
Art. Young men and young women 
pursue their ctudies in a genuine 
mucical atmosphere. Buildings 
adjcin the magnificent Music Hall 
where Grand Opera is given and the 
May Music Festivals are held. 


COLLEGE 
CONSERVATORY 


Noted for: Select patronage 
30 states: pleasant social 
life; location foothills Blue 
Ridge Mts. North of At- 
lanta. Standard A. B. 
course; special advantages 
in music, oratory, art, 
domestic science, physical 
culture. 32 buildings, in- 
cluding sorority houses, new 


Piano, Pipe Organ, Violin, Orchestra, 
Voice, Theory and Composition, 


Drama. Public School and 


RENAU, Box T, Gainesville, Ca, 
Church Music Departments. 


Internationally Famous Faculty of Artist 
Teachers. Dormitories. 


For Catalog Address 
The College of Music of 
Cincinnati 
Elm and Grant Sts. 


| 3 

. ‘anta Conservatory of Music 
| FOREMOST SCHOOL OF FINE ARTS 

; IN THE SOUTH 


Advantages Equal to Those Found Anywhere 
‘Students may enter at any time. Send for 
Catalog. GEO. P. LINDNER, Director 


* htree and Broad Streets, Atlanta, Georgia 


Cincinnati, O. 


ESTABLISHED 1857 


PEABODY CONSERVATORY 


BALTIMORE, MD. 
HAROLD RANDOLPH, Director 


|One of the oldest and most noted Music Schools in America. 


LAWRENCE CONSERVATORY 


A department of Lawrence College. Advanced courses in 
all branches of Music. Superior Public School Music Course 
Excellent Normal Courses in Piano, Voice, Violin, Organ and 
Theory. Certificates, Diplomas and Degrees awarded. 
Dormitories. Free Catalog. 

Address 


CARL J. WATERMAN, Dean 


R and MRS. CROSBY ADAMS 


| ‘ual Summer Class for Teachers of Piano 
| 21st SEASON 
August, 1923 
i HEVILLE, NORTH CAROLINA 
| 


'\ANA’S MUSICAL INSTITUTE 


| WARREN, OHIO 
‘E. SCHOOL OF DAILY INSTRUCTION IN ALL BRANCHES OF MUSIC 
SUMMER SESSION OPENS JUNE 18th 


concerts are broadcasted each Wednesday night from eight to nine, Eastern Standard Time. 


Our station is WLAZ. 
Desk E, WARREN, OHIO 


Appleton, Wisconsin 


tess LYNN B. DANA, President 


i 

{ 
FOUNDED 1837 
| € 


Clara Baur 


INCORPORATED 


Over Fifty Years of Musical Leadership 
, A COMPLETE SCHOOL OF MUSIC 


ayy . ST AND NORMAL COURSES. ACCREDITED PUBLIC SCHOOL MUSIC. . 
URSE INC APFIL TATION WITH THE UNIVERSITY OF CINCINNATI, LEADING TO 
IGREES AND ASSURED POSITIONS. SCHOOL OF OPERA AND BALLET~ORCHESTRA 


jp nen’s «FREE SCHOLARSHIPS 


‘ * a . 
dormitories on beautiful ten-acre campus only fifteen minutes from Cincinnati's Music and Art 
} attractions. 57th year opens Septzmber 4th. Pupils may enter at any time. 


_ SEND FOR CATALOGUE TO BERTHA BAUR, Director 
- Highland Ave. and Oak St., Cincinnati, O. 


‘T C. TUTHILL, General Mgr. 


Schools and Colleges 


MIDDLE WESTERN AND SOUTHERN 


and educational principles. 
orchestra, concerts and recitals. 


Piano—Francis L. York, M. A.; Elizabeth 
Johnson, Louise Unsworth Cragg, Minor E.White, 
Oleane Doty, Alle D. Zuidema, Mus. Doc.; Wil- 
helmina Sutz, Laverne Brown, Mus. Bac.; Ethel 
Littell. Alma Glock, M. Gray Fowler and 40 
additional instructors. 


Organ—Francis L. York, M. A.; Alle D. Zui- 
dema, Mus. Doc. 


Graduate work in this department. 


Dancing—Ethlyn Briggs. 


Examinations Free. 


PERCY FULLINWIDER 
VIOLINIST 
Head of Violin Department 
LAWRENCE CONSERVATORY 
APPLETON, WIS, 

A MASTER TEACHER 
Unusual opportunity for the se- 
rious student of violin. Write 
for free catalog and information 


CARL J, WATERMAN, Dean. 


= — 


PIANO, VIOLIN, 
VOICE, ORGAN, 
PUBLIC SCHOOL 
MUSIC, DRA- 
MATIC ART. 


Complete one-and two- 
year courses leading to 
diplomas and degrees. 

New building costing 
$350,000 with equip- 
ment. 


SCHOOL 


806 Nicollet Avenue 
Minneapolis, Minn. 


Dormitory accommodations $6.59 per Week 


Write for free catalog 


Fall Term Opens September 10 


Minneapolis School of Music, 


/ 
ORATORY AND DRAMATIC ART 


H. PONTIUS CHARLES M. HOLT 
Director, Dept. of Music Director, Dramatic Art 


60-62 Eleventh St., So. MINNEAPOLIS, MINN. 


Large Faculty of European and American Artist Teachers, 
* headed by 


MME. BAILEY-APFELBECK, Famous Pianist 
and LESCHETIZKY, exponent 


LOUIS WOLFF, Master Violinist and Pedagogue 


Year Book Free on Request 


WISCONSIN SCHOOL of MUSIC 


Ada Bird, Founder 
The beautiful capital city of Madison, ‘City of Four Lakes,’” 
offers unusual opportunities for study in a true musical center. 
All departments, with inspirational teaching by masters who have 
stadied st home and abroad. Frequent opportunities for appear- 
ance in Recitals, Plays, Orchestra, Glee Clubs, ete. Teachers’ certi- 
ficates, diplomas and degrees conferred. Pupils enter any time. 


Address, MISS ELIZABETH BUEHLER, Director 
Madison Wisconsin 


Please mention THE ETUDE when addressing our advertisers. 


SEPTEMBER 1923 


DETRO 
CONSERVATORY of 


MUSI C Finest Conservatoryin theWest 


Offers to earnest students courses of study based upon the best modern 
Renowned faculty of 80. 
Diplomas and Degrees conferred. 
Teachers’certificates. Desirable boardingaccommodations. 


Fall Term Opens Sept. 10, 1923 


UNRIVALED FREE ADVANTAGES 


Theory, Harmony, Composition—Alle D. Zuidema, 
i Francis L. York, M. 


Normal Training for Piano Teachers—F rancis L. York. 
Public School Music and Drawing—Miss Hermine Lorch, Bertha Schaffer. 
School of Expression—Miss Lilly Adela Darling, Ethlyn Briggs. 


For Catalog wee 
and Other Information, Address . 


JAMES H. BELL, Secretary, 5035 Woodward Ave., Box 7—Detroit, Mich. 
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The Katharine Burrowes 
Teaching Material 


Solves many problems of music teaching. 

Makes attractive work of Notation, Meter, Sight Play- 
ing, Theory. Up-to-Date. Original. Inspiring. 
Send for catalogues to 
KATHARINE BURROWES 
D. 246 Highland Ave., H. P. Detroit, Mich. 


50th Year 


Francis L. York, M.A., President 
Elizabeth Johnson, Vice-President 


Students’ 


Singing—Archibald C. Jackson, Mrs. Chas. Il. 
Clements, Miss Elizabeth H. Bennett, Fred A. 
Protheroe, Carl Mann, Jessie Morehouse, Her- 
mine Lorch. 


Violin—Earl W. Morse, Saul Abramowitz, 
Mrs. Raymond Brown, Raymond Dulitz, ,Wm. 
H. Engel 


Mus. Doc.—Post 
A. 


Baga Nib tee 


Front View Conservatory Bldg, 


ALPARAISO 
UNIVERSITY 


Founded in 1873 


AN UNPARALLELED OPPORTUNITY 


The University School of Music 
offers courses in Piano, Voice, 
Violin, Organ, Theory and Public 
School Music. Students may 
attend the Music School and 
also take the regular work at 
the University. 


LOW COST of LIVING 


Under University supervision, the cost of board and 
room, as well as tuition, is exceptionally low. Detailed 
figures are available in our catalog. The University 
is governed by a board of trustees—all influential 
men, eager for the students’ welfare. It is not oper- 
ated for profit. 


forty-four miles from Chicago. 


Valparaiso is beautifully situated, 


Fifty-first year opens October I, 1923 


Address President for free catalog 


Box 6, University Hall, 
VALPARAISO, INDIANA 


Ww Free 
® ee 


SCHOOL ® i: 
MUSIC 


nicago, 
vocal and ins 
tion in theoretical music, 
Arts studies without extra expense. 
Address~ PETER LUYKIN, Dean 
102 Musie Hall. Evanston, TH. 
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CONSERVATORY 9% Music 
PHILADELPHIA 
(39th YEAR OPENS SEPTEMBER 10th) 


A Residential and Day School of unparalleled Facilities for the attainment of a complete musical 
education in all its branches 


A SCHOOL OF INDIVIDUAL INSTRUCTION 


(Theoretical and Applied Branches Taught Privately and in Classes) 
Because of its distinguished faculty, original and scientific methods, individual instruc- 
tion, high ideals, breadth of culture and moderate cost, combined with efficient 
management, the COMBS CONSERVATORY affords opportunities 
not obtainable elsewhere for a complete musical education. 


Faculty: Gilbert Raynolds Combs, Piano; Hugh A. Clarke, Mus. Doc., Theory; William 
Greiger, Mus.Bac., Violin; Nelson A, Chesnutt, Voice; Russell King Miller, Organ; 
and 95 assistant teachers. 


All Branches. Normal Training Course For Teachers. Public Per- 
formance. Four Pupils’ Recitals a week. Full Orchestral and Military 
Band Departments. Two Complete Pupils’ Symphony Orchestras. 
Conductor’s Course. 
Reciprocal relations with University of Pennsylvania. 


PUBLIC SCHOOL MUSIC 


The Combs Course for training teachers and supervisors has been accredited by the Pennsylvania State 
Department of Public Instruction being in accordance with the new Pennsylvania requirements—the 
most exacting in the United States. The holder of a Combs certificate in Public Schoo! Music is entitled 
to the Pennsylvania standard state certificate without further examination. 


DORMITORIES. FOR WOMEN 


In addition to delightful, homelike surroundings in a musical atmosphere, the dormitory pupils have 
advantages not afforded in any other school of Music. Daily Supervised Practice, Daily Classes in 
Technic, Musical Science, Theory, Psychology, Chorus, Vocal and Instrumental Ensemble. 


SIX SPACIOUS BUILDINGS 
A School of Inspiration, Enthusiasm, Loyalty and Success. 
Illustrated Year Book Free 
GILBERT RAYNOLDS COMBS, pirecior °"32,Stsiog and Dormitories 


Administration Building, 1331 So. Broad Street 


RARER REE | 


ZECKWER-HAHN 
Philadelphia 
Musical Academy 


AMERICAN INSTITUTE 
OF APPLIED MUSIC 


Metropolitan College of Music 
THIRTY-EIGHTH YEAR 


Kate S. Chittenden, Dean 


Piano 


1617 Spruce Street Pedagogy Uplepade 
Branches in Catsee OF 
West Philadelphia Tioga ~ ° SPECIALISTS’ 
Germantown Doylestéwn Lead to teaching 
Directors: Certificates and Diploma Miuisicun 
Ser Recher cates Fall Term all its 


Opens branches 


October Ist 


Highest Type of Musical Instruction 
for Professionals and Amateurs 


Pennsylvania’s Leading School 
of Music 
53rd Season. Classes in All Branches 
Preparatory Classes for Beginners 
1803 pupils registered 


Pp. M. | @ last year. 


‘PITTSBURGH MUSICAL INSTITUTE, Inc. 
131-133 Bellefield Ave. Pittsburgh, Pa. 


1 For Catalogue and Circulars address 
J. LAWRENCE ERB 


Managing Director 


212 W. 59th St. New York City 


Fall Term Sept. 10 
Faculty of 50 


Fffa Ellis Perfield 


New Address 


121 Madison Avenue 
(30th Street) 


NEW YORK CITY |. 
1 Block off Fifth Avenue 


COURSES IN 


Music, Musicianship 
and Pedagogy 


SUMMER MUSIC SCHOOL 
August 20th to September 8th 
ASSOCIATE TEACHERS WANTED 


College of Fine Arts 


Syracuse University 


Unexcelled advantages for the study of music. Facul- 
ty of 20 specialists. Regular four-year course leads 
to the degree of Mus. B. Special certificate courses. 
Special students may enter at any time of the year. 
For catalogue and full information, address 
Registrar, Syracuse University, Syracuse, N.Y. 


TEACHERS 
The SIGHT, TOUCH and HEARING 
System of Teaching. Write for Booklet 


Crane Normal Institute of Music 


Training School for Supervisors of Music. 
BOTH SEXES | 
Voice culture, sight-singing, ear-training, harmony, 


form, music-history, chorus-conducting, methods, 


practice-teaching. Graduates hold important posi- 
tions in colleges, city and normal schools. 


53 MAIN ST., POTSDAM, NEW YORK 


"a age er OR : 
ga Schools and Colleges 


NEW YORK and PENNSYLVANIA 


EASTMAN 
SCHOOL OF MUSIC 


OF 3 a 


The University of Rochester 


An Endowed School Offering Complete Education in Music . | 


Fall Session begins September 17th 4 
COURSES LEADING to DEGREE BACHELOR OF MUSIC. 4 
COURSES LEADING to EASTMAN SCHOOL CERTIFICATES, 
OPERATIC TRAINING. (Direction Vladimir Rosing); Practical 


Experience in Eastman Theatre. 
MASTER CLASSES IN PIANO (Frederic Lamond) 
ORGAN ACCOMPANYING OF MOTION PICTURES—Superior 
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) 
Studio Equipment in Eastman Theatre, ie 


ORCHESTRA and ENSEMBLE TRAINING preparing for Pr 


fessional Career. 


For Information, Address The Secretary; 


EASTMAN SCHOOL-OF MUSIC — | 
ROCHESTER, NEW YORK |) 


“i? 


NEW YORK SCHOOL of MUSIC and AR 


RALFE LEECH STERNER, Director 150 Riverside Drive, New York 


Mest beautiful School of Music and Arts 

in ideal location overlooking the 
Hudson. Real home life for residence pupils. 
New York’s advantages under proper 
chaperonage. 


[NDIVIDUAL instruction. Entrance at 
any time. Frequent opportunities for 


Illustrated Catalogue on Request 


VIRGIL SCHOOL OF MUSIé 


Founded by the late A. K. Virgil | 

Originator of the Virgil Method, Inventor of the Virgil Practice Clavie! 

SPECIAL COURSES FOR TEACHERS, PLAYERS AND , 
EARNEST STUDENTS OF ALL GRADES 4 

For all particulars address: Mrs. A. K. VIRGIL, 510 West End Avenue, New York. = 


INSTITUTE 
MUSICAL ART 


of the 


CITY OF NEW YORK 
120 Claremont Avenue, Cor. 122d St. 


FRANK DAMROSCH, Dir. 


Send for catalogue 


THE OCTOBER 1923 
ISSUE OF THE ETUDE 


The Fortieth Anniversary Issue 
BE SURE TO GET IT 


Please mention THE FTUDE when addressing our advertisers. 


public appearance. Free classes. Diplomas 
and teachers’ certificates. Entertainment 
bureau. fi 


COURSES; Music all branches including |/ 
Public School, Drawing, Painting, 
Dancing, Dramatic Art. i 


Celebrated Faculty 


[THACA CONSERVA OR} 


1 DeWitt Park, Ithaca, N. Y. 
Special advantages to M 
those looking to educational or 
concert work. All instruments. Vocal, 
matic Art and Physical Training. All gradu: 
eligible to teach in N. Y. Public Scho 
buildings, including Dormitories, Audi 
Gymnasium,Studio and Administration Buil 1) 
Year Book Sent on Request. 
MASTER COURSES 
with world-famous artists in all departme 
Two, three and four year courses begin with | 
Fall Term, September, 20th. 
Our Year Bock will interest you 


Will be Filled with Interestigg! 
Valuable Articles. © 3 
The Music Supplement will contain new a 


noteworthy compositions by some of the b 
living composers. P 


usical Hiawatha 


ask me whence these stories, 
se legends and traditions, 
pleasant sound of music 
ds upon the mountains, 
ld answer, I should tell you, 
2 lips of Nawadaha, 
cian, the sweet singer. 


of the piano, - 

y, big piano, 

little Hiawatha, 

g the songs of childhood. 
ongs Nokomis taught him. 


ittle Hiawatha 

the meaning of the music, 

‘0 read and count correctly. 

ys he learned the language, 

yy hid when no one played them, 
made their sounds with hammers, 
strings were wound to sightly. 


es he learned the meaning, 
them all by name or number, 
them forewards, backwards, knew 
together and contrary. 


hand was Hiawatha; 
play his scales so swiftly 
first had ccased resounding 
last had left his fingers. 
ear was Hiawatha; 
tell a chord on hearing 
it was major, minor; 
t intervals were sounding, 
ler moving upward, downward. 
i of rhythm was Hiawatha; 
wuld feel the pulse of music, 
2 heart-beat of the movement, 
swing of every measure, 
swift or slow of motion, 
f mind was Hiawatha; 
memorise his pieces, 
his lovely pieces 
the ease and skill of amaster. 


beople of the village 

hear his wondrous music ;~ = 
generous Hiawatha 

for them his magic music, 
all the people spell-bound 
crimson sky and sunset 

t the dusk of evening. 


PHRASING, 

eautiful TONE, - 

beautiful RHYTHM, ~ 
way of saying that 

tiful DETAILS 

d with HARD WORK 

se really BEAUTIFUL PLAY- 


. iY 


w some folks play, 

play wrong notes, 

ke us wish they'd cease, 
e they are not 


SJUNIORS 
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CONDUCTED BY ELIZABETH A.GEST 
The Changeable . Violin 


By Rena Idella Carver 


In an angry mood, Louis laid his violin 
down upon the table. 

“T thought it would be such fun to take 
lessons and learn how to play the violin. 
If I had never heard Kreisler play that 
night, I would never have undertaken this 
task! If I had lived centuries ago, I don’t 
suppose I would be: taking violin lessons. 
I wish I knew what they used in place ot 
violins then,” he declared, as he looked at 
his violin. 

He gasped as he watched it—for it was 
moving. Its shape was changing rapidly. 
Instead of his beautiful violin, there lay an 
instrument which seemed to consist of a 
wooden frame, which formed the side 
walls, the top and the bottom being spanned 
with skin, like a drum. 


A very small, wizened old man stood 
scowling at Louis. 

“Always wishing for something dif- 
ferent! I declare, I’m glad I don’t have 
to live in modern times. Your wish has 
been granted. Now play and see how you 
like this instrument,’ he said. 

Louis looked at the instrument and com- 
plained: “But it only has two strings, and 
such a queer bow. I don’t know how to 
begin to play.” 


“And you thus insult the Rebec, which 
was originally the Arabian Rehab. At a 
later date (in the twelfth century) it was 
used by the Troubadours in accompanying 
singing;’’ and the old man looked very 
fierce, indeed. “Ungrateful boy! Suppose 
the fairies had sent you a Lute or Lyre, 
which had no neck or fingerboard? You 
would also be compelled to pluck the string 
or strike it with a plectrum.” 

“No bow?” gulped the frightened boy. 

“No bow,” snapped the ancient creature. 
“No bow, indeed,” he continued. “You 
should see the Hurdy-Gurdy. The strings 
were sect in vibration by a wooden wheel, 
which was turned by a handle at the tail 
end of the instrument, the player using 
his right hand for the purpose.” 

“Ugh!” said Louis, with a shudder. 

He looked toward his instrument, and it 
had changed once more. It now had a 
resonant body which came almost to a 
point back of the neck, and the upper part 
of the body of the instrument was smaller 
than the lower; the fingerboard had frets 
like our guitar; the edges were higher ; the 
F holes were sickle-shaped; the top was 
flat, and the number of strings was six. 

“That is the Viol. It appeared in the 
fifteenth century,” explained the little old 
man. 

“Well, I don’t want to play on that 
thing, although it is better than the Rebec. 
If I had my fine-toned violin back again, 
I think I would have sense enough not to 
wish for something different,’ Louis said, 
with a determined air. 

He suddenly noticed that the instrument 
on the table was getting smaller and more 
beautiful in form. Some of the strings 
disappeared and the frets dropped away. 
There Jay his own violin. The wrinkled 
little man had vanished. 

With a gentle touch, Louis took up his 
violin and began practicing. 


Mr. C. Sharp’s Chords 


By Olga C. Moore 


Quire often we hear of music pupils 
who know nothing about chords; and 
again we find those who know a great 
deal. Maybe the teacher was too busy 
to take time to talk about chords; and 
maybe the pupil heard of the chords and 
promptly forgot all about them. Be that 
as it may, the boy in this story heard about 
chords, remembered what he heard, wrote 
the chords, played them, and of course 
really learned them. 

“T want to be a musician and maybe 
4A composer, some day,” said C. Sharp, 
“and I won't write jazz, either.” He had 
been studying piano for nearly two years. 
He knew his key signatures very well and 
could finger the scales fairly well on the 
i was hee learned his Major chords 


‘ae’ 


ae 


Tonic of each scale in three 
positions. (The Junior Etude for January 
had a story about chords in different 
positions.) He knew how to make the 
Major chords Minor (by lowering the 
third one half step) and how to play these 
in three positions, also. He knew that 
chords built on the numbers 1-485 are 
called Principal chords in a’ Major scale 
(every letter in a Major scale may he 
found in these three chords); so now he 
was ready to learn a different kind of 
chord. 

At his lesson his teacher said, “The 
chord of three tones, reading upward, 
1-3-5, has a special name, “Triad.” The 
first part of the word, “Tri”’,ameamns three. 
Poser kind of chord, which we will 
j $ why c > 


of the 


m2 


et 
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now learn, has four tones. It is a triad 
with another third added above (C-E-G- 
B). A four-tone chord reading upward 
1-3-5-7 is called a seventh chord.. Such 
a chord may be built on any tone of the 
Major scale the same as a triad; but all 
are not melodious. The one built on the 
fifth tone, called the Dominant, is really 
very pretty but it does not sound satisfac- 
tory alone. It needs another tone to 
follow it to end well. That tone is the 
Tonic (or first tone of any scale). 

This seventh chord built on the Domin- 
ant, is called the Chord of the Dominant 
Seventh. (Dominant means ruler). Mus- 
icians say that the Dominant Seventh 
resolves into the Tonic. 

Now play this chord in four positions 
as you played the triads in three positions; 
for a chord may have as many positions 
as there are letters in it. 

The lesson was over; so C. Sharp went 
home to practice. He played the seventh 
chord in four positions like this: G-B-D- 
F, B-D-F-G, D-F-G-B, F-G-B-D. He 
was very careful to make the upper tones 
sing connectedly one to the other just as he 
had done in playing triads. Remembering 
that his teacher had said, “the Dominant 
seventh chord resolves into the Tonic,” he 
tried it out. Taking the key of C for the 
example, he first played the Dominant 
seventh as it comes in the scale. Then the 
Tonic chord of C that’ was nearest. G- 
B-D-F, G-C-E. It sounded pretty nice; 
so he decided to try the Tonic chord first, 
then the Dominant seventh chard, then 
back again to the Tonic chord: G-C-E, 
G-B-D-F, G-C-E. These all sounded so 
pretty to C. Sharp that he kept trying 
other combinations always staying in the 
Key of C. Here are some of the combin- 
ations he made. 

(Coming down the key-board) 


Tonic Dominant Tonic 

SC RCE Rae: 
E-G-C, ~F-G-B-D, E-G-GE. 
E-G-C, D-F-G-B, E-G-C. 
C-E-G, D-F-G-B, E-G-C. 
C-E-G, B-D-F-G, C-E-G. 


In the evening, C. Sharp, proud of what 
he had done, played these chords for his 
father, who said, “Son, you have been well 
named for you can see sharp. Such com- 
binations of chords could be used as end- 
ings to songs and are called “Perfect 
Cadences.” To be a composer, one must 
know all these things. You have done 
well so far—I am proud of you” 


Bird Songs 
I often wondered why it is 
That little tiny birds 
Can make their songs so beautiful 
They can’t be told in words. 


And all the woods for miles around 
Will echo back their song, 


How can such sounds come from the | 


throat 
Of birds three inches long? 


Rigen 
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The Junior Etude Contests, discontinued for the Summer, 


will be resumed next month 


Musical Clubs 


Do you belong to a-musical club? 

‘They are really very good things, and 
the study of music with your friends is 
sometimes even more interesting than by 
yourself. (That does not mean that it 
interferes with music lessons, but is “ex- 
trae)e 

And then it is nice to hear your friends 
play at the meetings instead of having 
to wait for the recitals. 

Of course you know that it is not 
necessary to belong to a club of any kind 
to enter the Junior Etude contests. Some- 
times Junior readers write to ask how they 
can join the contest; and you know there 
is no such thing as belonging to” the 
contests—any body can enter—but why do 
you not form a club of your own this 
year, anyway? 

Elect your own officers and committees, 
and have a short musical program at each, 
meeting. It is nice to have a short paper 
on some musical subject at each meeting, 
too, and to give a few minutes to. cur- 
rent events in music. 

Your teacher will help you to start a 
club, and you will find that it is lots of 
fun, 

Do not think of it all being nothing but 
fun, though; do some real work. 

You might even join the National Fed- 
eration of Music Clubs if you like; and 
then you would feel that you were a part 
of a big National. Organization. Would 
you not like that? 

Talk it over with your teacher and 
friends, 

Look back in your Junior Etude for 
March, 1922, and read more ahout how to 
start clubs, and what to: do at meetings, 
and “all_sorts of things.” 


Honorable Mention for Puzzles 


(Continued from March.) 

Lou Ernestime Buck, Ruth McClung, Marian 
Prieto, Bernice Bowen, Marjorie Prior, Dorothy 
Myers, Margaret Guthrie, Maxwell. Eveleth, 
Regina Beckman, Helen Ptauk, Marian Little, 
Elizabeth Bruer, Mildred Cassier, Catherine 
Doctor, Olive Lewis, Eulalia Blewitt, Marvin 
Ambrose Walker, Anna Dreveney, Celia Beum- 
er, Theresa D. Cardella, Mary Walker Jones, 
Eleanor Bean, Bessie Stewart, Clovis Car- 
michael, Margareta L. Voetter, Doris Irene 
Mason, Alice Williams, James R. Flynn, 
Mary A. Sidlo, Hvelyn Bachman, Mary Far- 
rell, Helen Farrell, Josephine Pound, Grace 
Mather, Agnes Burns, Fred V. Gardner, 
Nelwyn Orr, Helen Murphy, Grace Jane 
Kemble, Helen Brower, Evelyn Mather, Hsther 
EB. Gray, Lewis M. Stark, Viola Marie Paulson, 
Frances Hufnagel, Adele Hoover, Solomon 
Fishman, Jane Armstrong, Lucille Rapillard. 


Letter Box List - 


Letters have been received from the follow- 
ing: Marjorie Raymond, Lucile L. Strauch, 
Rhoda Lundy, Rose M. Barrett, Dora Metzger, 
Juanita Bowers, Herbert Schueller, Gloria 
Pauline Hale, Floyd Summers, Edna Janey 
Hayter, Melvin W. Pipkorn, Viola Thoreson, 
Sabina Brinkman, Margaret Powers, Yvonne 
L’Eeuyer, Gertrude Bedard, Hsther Gruss, 
Bessie Skeel, Bleanor May Fabian, Margaret 
May, Diana Bllis, Jewel McDonald, Blizabeth 
Emilie Fanter, Margaret Schilp, Herbert 
Miller, Soudich Mohtar. 


There was a composer named Bach, 
Of whom you have heard lots of talk; 
A fugue or invention 
To learn takes attention 
Not given by watching the clock. 


ee 


Success. 


There once was an earnest musician 

Who had a tremendous ambition 
To be the world’s best; 
And for hours without rest 


_ He worked and kept wishin’ and wishin’, 


There once was another autsician 
Si tho hadwt a bit of ambition; 
He didn’t niuch care 
Tf he never got there; 
“ ; N oye p ay 
2 practice he quite preferred fishin. 
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Letter Box 


Dear JuNIOR ETUDE: 

I have seen so many nice letters in the 
Junior Htude that I thought I would write 
to you too. The Btude is the best musical 
magazine. that I have read. I have been 
taking it three years. 

Will the girl by the name of Marjorie 
Leeman, who wrote to the Junior Etude 
please write to me, as we have the same 
name? 

Wishing the Junior Wtude every success. 

From your friend 
Pauline Leeman, Age 15 
Klondike, Texas. 


Drag JUNIOR Hrupe: 

My ambition is to play the piano well. I 
know a girl who loves music; but her father 
is not able to buy her a piano. She called me 
up on the phone the other night and asked me 
to play for her and when I did she nearly 
went wild over the music. I am going to help 
her all I can. There are very few pianos in 
the neighborhood where I live, and I ean give 
a great deal of pleasure with mine, which I 
try to-do ; 
From your friend, 

Hlizabeth Adams, (Age 12), 
/Virginia.. 


Drak JUNIOR EtTupE: 

Sincé I read 4 letter in the Junior Hrupw 
from a little girl wanting to know why some 
little boy did not write to the Junior Corner, 
I, as a little boy of twelye years, want to 
let the girls know that we’ boys are not at 
all behind them in trying’ to get a musical 
education. I have been taking music for ex- 
actly two months and inside of one more lJes- 
son shall’ begin working in the bass clef. I 
wonder if all the other Juniok Hrupp friends 
have as hard a time as I do counting! 

From your friend, 
HAL FRAS#R, Ark. 


Drak JUNIOR ETUDE: 

I could not tell you how mueh I enjoy my 
Brupns. They help me so much in my music. 
I have read so many things in THe Hrupe 
that it has encouraged me more and more 
to be a music teacher. Ever since I was 
eight years old I have longed to be a music 
teacher and the more I read the interesting 
things in Tue Drupp the more I want, to 
begin teaching. This is the first lettes.I 
have written to THwu BTupsE. 

From your friend, 
ANNA Cook (age 12), 
London, Tenn. 


DwaR JUNIOR ETupE. 

I have never written 
taken THe Erupw since last May. 
is a great book for music lovers. 
for the fourth grade in music, and I know 
‘an Wrupn has helped to advance me greatly, 
I never liked to practice scales till I:read a 
story in Tur Erupr yesterday about them, 
and now I like to practice them very much. 
Wishing Tur Hrupp and its many friends 
the best of success. From your friend, 

VioLET WILSON (Age 13), 
Missouri. 


before, but I have 
Yt think it 
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Dar JUNIOR HrupE: 

I have only taken TH Ervupp a short time 
and I certainly do like it. It seems as 
though I can hardly wait for the next num- 
ber to come. 

I have never seen any letters from Michi- 
gan so I am writing. I am thirteen years 
old and have taken lessons two and a half 
years. I would like to hear from some other 
friend from some foreign country or around 
here, and surely would answer them. 

From your friend, 

MARGARET SCHAUS (Age 13), 
Michigan, 


Franz Josef Haydn 


Born at Rohran, 1732. Died at Vienna, 1809 


Haydn, one of the lightest hearted of ail the 
masters. left quantities of music in which this ig 
reflected. He had a marvellously fertile imagina- 
tion and was the first great master of the sonata 
form, in which he wrote 125 symphonies, The 
oratorio, “Creation,” is his masterpiece. 
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Etude Portrait Series 


I am ready. 


SCHOOLOF THE } 
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tions, writing exercises and very Pemeetiye pieces and duets. Teel the first. 
study up to, but not including, the scales. 


STANDARD GRADED | 
COURSE OF STUDIES 


FOR THE PIANOFORTE 
In Ten Grades—Ten Volumes 


By W. S. B. Mathews Price, $1.00 


An Unequaled Educational Work for Piano / i eee 
| SR AI 2 AOE RDU CETTE E re AE Pai OES BT 


This isa complete, progressive series of the indispensable 


studies for the piano from the very beginning to the highest 
grade, It is a convenience to teachers and @ great adyan- 
tage to pupils. Except for young pupils, study can be 
started with the first book. Where the pupil is young, however, it is well to lead 
course with the ‘‘Beginner’s Book.” ania 


ATTRACTIVE EASY COLLECTIONS cae PIANO PIE 
The First Progress 


By Theodora Dutton Price, 75 cents | Cat. N BA Both Handa tii > Clef 


Pieces of a type that develop real musician- 9629. Dance of the Fai 
ship in very young students. 16688 Little Golden el 


Very First Pieces Price, 75 cents With Pane Notes 
Every pie in this collection for tiny tots is 6482 Airy Fairies 5 
a musical gem. 
New Rhymes and Tunes 7664 ee ee rs Bat 


By H..L. Cramm ‘Price, 75 cents 
book of pieces with ac- 
companying verses for elementary students. 
Very First Duet Book Price, 75 cents 

Carefully graded, easy four-hand pieces for 
two students of equal attainments. 


With Words 
11876 The First Lesson . Kro 


A most interestin: 


15447 Daddy's Waltz 
9631 Meveds Dance 


By 

= 

s GIVEN TO ANY TEACHER SENDING A POSTAL B 
z “Guide to New Teachers on Teaching the Piano” ‘Aap 
: h Pray 
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THEODORE PRESSER CO, Miiteveé us: PHILA, 
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DUNNING SYSTEM “wait 


The Demand for Dunning Teachers Cannot Be Su 


NORMAL CLASSES AS FOLLOWS:, 


MRS. CARRE LOUISE DUNNING, Originator, 8 West 40th St., New York City. 
Mrs. Zella E. Andrews, Leonard Bldg., Spokane, Wash. 

Allie E. Barcus, 1006 College Ave., Ft. Worth, Texas. 

Anna Craig Bates, 732 Pierce Bldg., St. Louis, Mo. 

Mary E. Breckisen, 354 Irving St., Toledo, Ohio. 

Mrs. Jean Warren Carrick, 160 E. 68th St., Portland, Oregon. 
Dora A. Chase, Pouch Gallery, 345 Clinton ayes Brooklyn, N.Y. ‘- 
Adda C. Eddy, 136 W. Sandusky Ave., Bellefontaine, Ohio, September, Wichita, Shae cle 
Mrs. Beatrice S. Eikel, Kidd-Key Cons., Sherman, Texas. 4 
Jeanette Currey Fuller, 50 Erion Chestent Rochester, New York. ; 
Miss Ida Gardner, 15 West Sth Street, Tulsa; Okla. ; 
Cara Mathews Garrett, 4121 Jackson St., San Diego, Cal. 
Travis Sedberry Grimland, Memphis, Tace For booklets address Clifton, ems: 
Ruby Frances Jahn, Dallas Academy of Music, Dallas, Texas. ; * 
Maud Ellen Littlefield, Kansas City Conservatory of Music, 1515 Linwood Blvd., Kateas City 
Clara B. Lochridge, 223 North Fifth Street, Mayfield, Kentucky. : * 
Carrie Munger Long, 608 Fine Arts Bldg., Chicago, Classes held monthly through the year. 
Harriet Bacon MacDonald, 825 Orchestra Hall, Chicago, Ill. 
Mrs. Wesley Porter Mason, 5011 Worth St., Dallas, Texas. 
Laura Jones Rawlinson, 61 North 16th St., Portland, Oregon. 
Virginia Ryan, 311 West 95th Street, Apt. 3, New York City. 
Isobel M. Tone, 469 Grand View St., Los Angeles, Cal. 

Mrs. S. L. Van’ Nort, 2815 Helena St., Houston, Texas. iy 
Mrs. H. R. Watkins, 124 East ith St., Oklahoma City, Okla. 

Mes. Anna W. Whitlock, 1100 Hurley peti Fort Worth, Texas. 


Fall class starting September 3rd. : ¥ 


INFORMATION AND BOOKLET UPON REQUEST Hl 


